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ABSTRACT	The	Ludus	de	Antichristo	(Play	about	the	Antichrist)	is	one	of	the	most	fascinating,	yet	under-researched	and	poorly	understood	examples	of	medieval	drama.	A	product	of	the	imperial	Benedictine	monastery	at	Tegernsee,	the	Ludus	is	a	twelfth-century	play	(c.	1159	CE)	that	was	written	to	perform	the	monastery’s	perspectives	on	sacred	and	secular	authority	in	the	renewed	tensions	of	the	protracted	Investiture	Controversy	that	were	inflamed	by	the	conflicts	between	the	self-styled	“Holy	Roman	Emperor”	Frederick	I	“Barbarossa”	and	Pope	Alexander	III.	In	addition	to	its	dramatization	of	contemporary	issues	surrounding	imperial	and	papal	politics,	the	Ludus	was	also	placed	into	service	in	the	cloister	school	at	Tegernsee	Abbey.	Thus,	the	play	stands	as	a	valuable	example	of	a	medieval	theatre	in	which	performance	acts	at	the	center	of	political	and	educational	institutions,	revealing	how	individuals	processed,	distributed,	and	debated	the	most	important	topics	at	the	forefront	of	state-building	in	medieval	Europe.		The	work	of	this	dissertation	will	show	how	drama,	as	a	form	of	documentation	and	a	form	of	presentation,	was	central	to	a	growing	network	of	exchange	between	the	various	spiritual	and	secular	authorities	in	medieval	Europe.	Building	upon	the	work	of	Carol	Symes	and	her	re-defining	aspect	of	theatre	as	a	"common	stage"—as	an	explicit	challenge	to	the	narrow	model	of	the	modern	public	sphere	posited	by	Jürgen	Habermas—I	employ	Symes'	paradigm	of	performance	as	a	site	for	agency	and	exchange	in	all	aspects	of	medieval	life	to	earlier	eras	and	broader	boundaries.	In	the	end,	I	will	show	how	the	Ludus	
de	Antichristo	participates	in	longstanding	medieval	traditions	whereby	theatricality	serves	as	a	vehicle	for	public	discourse	and	informs	the	recognition,	display,	and	dissemination	of	political	agency.
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1 
INTRODUCTION		
Ecclesia	sings:	Behold	the	man	who	made	not	God	his	strength.	But	I	am	like	an	olive	tree	in	the	house	of	God.1	
	The	play	commonly	known	as	the	Ludus	de	Antichristo	(Play	About	the	Antichrist)	is	one	of	the	most	unique	and	exciting	examples	of	medieval	drama	to	come	down	to	us	today.	It	features	major	geo-political	conflicts,	popular	themes	of	Latin	Christian	eschatology,	localized	liturgical	traditions,	propagandized	characters,	and	pedagogical	lessons	in	medieval	monastic	instruction:	all	captured	by	an	author	deft	in	the	creation	of	dramatic	literature	and	medieval	theatricality.	Written	around	1159	CE,	at	the	imperial	Benedictine	abbey	at	Tegernsee	in	the	duchy	of	Bavaria,	the	extant	version	of	the	play	is	a	copy	that	was	written	between	1176-1186	and	bound	within	manuscript	Clm	19411,	now	archived	at	the	Bavarian	State	Library	(BSb)	in	Munich.	The	Ludus	was	initially	documented	by	the	Benedictine	historian,	Bernhard	Pez,	in	the	second	volume	of	his	Thesaurus	Anecdotorum	
Novissimus	(1729),	where	he	describes	the	drama	as	“Ludus	Paschalis	de	Adventu	et	interitu	Antichristi”	(“Play	for	Easter	about	the	Coming	and	Downfall	of	Antichrist”).2	But	since	Pez’s	initial	cataloging	and	description,	the	Ludus	has	been	couched	within	scholarly	analyses	that	favor	the	recognizably	modern	aspects	of	the	drama:	from	Karl	Hase’s	
                                                        1.	Ludus	de	Antichristo,	ll.	415-6,	trans.	Carol	Symes,	“Play	about	the	Antichrist”	(unpublished	manuscript,	2013),	33.	2.	Bernhard	Pez,	Thesaurus	Anecdotorum	Novissimus	vol.	II,	part	3	(Fratrum	Veithiorum,	1729),	187.	For	a	list	of	early	analyses	on	the	play	in	German-language	scholarship	see	Chapter	Three,	note	11	(page	123).	
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consideration	of	its	place	in	the	narrative	of	scripted	European	drama,	to	the	nationalistic	sentiments	explored	by	Gerhard	von	Zezschwitz,	to	Wilhelm	Meyer’s	literary	evaluation	of	the	play	as	a	work	of	Latin	poetry.3	Furthermore,	the	renowned	Shakespearean	scholar	and	literary	critic	E.K.	Chambers	considered	the	play	to	be	a	significant	development	of	staging	and	spectacle	in	his	teleological	study	of	medieval	drama	from	simple	liturgical	tropes	to	the	vernacular	scripted	dramas	written	for	purpose-built	stages	and	theatres.4	Yet	while	the	Ludus	de	Antichristo	has	consistently	captured	the	attention	of	scholars	of	medieval	dramatic	literature	since	Pez,	it	strikingly	remains	on	the	margins	of	most	narratives	of	medieval	drama’s	development	and	is	often	completely	neglected	in	the	canon	of	medieval	plays.	 Thankfully,	recent	scholarly	studies	that	examine	the	many	ways	in	which	extant	texts	inscribe	and	convey	evidence	of	performance,	make	it	possible	to	demonstrate	that	the	Ludus	actually	epitomizes	early	medieval	drama.	The	work	of	C.	Stephen	Jaeger,	
                                                        3.	Karl	Hase,	Das	Geistliche	Schauspiel	(Leipzig:	Breitkopf	and	Härtel,	1858);	Gerhard	von	Zezschwitz,	Vom	römischen	Kaisertum	deutscher	Nation:	Ein	mittelalterliches	Drama,	
nebst	untersuchungen	nebst	die	byzantinischen	quellen	der	deutschen	kaisersage	(Leipzig:	J.C.	Hinrichs’sche,	1877);	and	Wilhelm	Meyer,	“Der	Ludus	de	Antichristo	und	Bemerkungen	über	die	lateinischen	Rhythmen	des	XII.	Jahrhunderts,“	in	Sitzungsberichte	der	
Philosophisch-Philologischen	und	Historischen	Classe	der	K.B.	Akademie	der	Wissenschaften	
zu	München	(Munich:	Akademische	Buchdruckerei	von	F.	Straub,	1882).	4.	E.K.	Chambers,	The	Mediaeval	Stage,	2	vols.	(Oxford:	Calrendon	Press,	1903);	see	vol.	II,	62-5	and	151-2.	
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Geoffrey	Koziol,	and	Jody	Enders	collectively	argue	that	political	rhetoric	and	ritual	were	defining	characteristics	and	influential	attributes	of	the	courts	and	schools	of	the	Middle	Ages.	Their	work	identifies	the	various	courts	and	religious	centers	as	major	hubs	of	information	as	it	was	trafficked	across	Europe.5	Furthermore,	historian	Courtney	M.	Booker	has	argued	that	dramatic	structure	was	fundamental	to	ways	those	intellectuals	negotiated	the	business	of	the	courts,	cathedrals,	and	cloisters	of	medieval	Europe—framing	and	reporting	on	historical	events	in	theatrically-informed	ways.6	Indeed,	as	this	
                                                        5.	Specifically,	Jaeger	examines	the	structures	of	medieval	education	and	literary	models	that	informed	the	network	of	correspondence	between	cloister	schools	and	which	stretched	across	Western	Europe	in	The	Envy	of	Angels:	Cathedral	Schools	and	Social	Ideals	
in	Medieval	Europe,	950-1200	(Philadelphia:	University	of	Pennsylvania	Press,	1994);	Koziol	looks	into	the	representative	practices	within	the	medieval	court	system	in	the	early	and	central	Middle	Ages,	particularly	how	political	agency	is	outlined	across	those	courts	in	
Begging	Pardon	and	Favor:	Ritual	and	Political	Order	in	Early	Medieval	France	(Ithaca:	Cornell	University	Press,	1992);	and	Enders	into	Classical	and	Late	Antique	pedagogical	techniques	that	incorporate	drama	into	rhetorical	instruction,	thereby	making	stronger	links	to	pre-medieval	practices	that	continue	into	the	early	and	central	Middle	Ages	in	
Rhetoric	and	the	Origins	of	Medieval	Drama	(Ithaca:	Cornell	University	Press,	1992)	and	The	
Medieval	Theatre	of	Cruelty:	Rhetoric,	Memory,	Violence	(Ithaca:	Cornell	University	Press,	1999).	6.	Courtney	Booker,	Past	Convictions:	The	Penance	of	Louis	the	Pious	and	the	Decline	
of	the	Carolingians	(Philadelphia:	University	of	Pennsylvania	Press,	2009)	argues	that	early	
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study	sets	out	to	prove,	the	Ludus	de	Antichristo	not	only	reflects	the	political	dynamics	of	its	day—steeped	in	the	lingering	tensions	between	the	medieval	Roman	Empire	and	the	Papacy—it	was,	for	the	monastic	community	at	Tegernsee,	the	theatrical	means	through	which	social	and	diplomatic	interactions	were	not	only	taught	but	challenged.	For	this	reason,	the	Ludus	stands	as	a	valuable	example	of	a	medieval	theatre	in	which	performance	acts	at	the	center	of	political	and	educational	institutions,	revealing	how	individuals	processed,	distributed,	and	debated	the	most	important	topics	at	the	forefront	of	state-building	in	medieval	Europe.	
The	Play7	The	Ludus	de	Antichristo	begins	with	a	description	of	seven	sedes,	or	prominent	seats,	and	their	positions	within	the	performance	space,	which	was	almost	certainly	the	
                                                        documentary	practices	explicitly	borrowed	from	dramatic	models,	see	especially	chapter	3,	“Histrionic	History,	Demanding	Drama.”	7.	There	are	only	two	published	English	translations	of	the	Ludus:	“Antichrist	and	Adam:	Two	Mediaeval	Religious	Dramas,”	translated	by	William	H.	Hulme,	Western	Reserve	
University	Bulletin	28.8	(August	1925):	5-32;	and	the	more	often	cited	The	Play	of	Antichrist,	translated	by	John	Wright,	(Toronto:	Pontifical	Institute	of	Mediaeval	Studies,	1967).	Each	translation	is	highly	problematic,	but	Wright’s	translation,	in	particular,	contains	many	errors	in	translating	from	the	Latin.	For	this	reason,	I	am	greatly	indebted	to	the	work	of	Carol	Symes,	who	has	guided	the	research	and	realization	of	this	dissertation,	and	her	soon-to-be	published	translation	from	the	extant	Latin	text	of	the	play—which	will	serve	as	the	principal	translation	going	forward.	
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cloister	church	of	Saint	Quirinus	at	Tegernsee.	The	didascaliae,	the	premodern	equivalent	of	modern	stage	directions,	explain	the	layout	of	the	sedes	according	to	the	cardinal	directions	of	the	compass,	with	each	sedes	representing	the	geo-political	relationships	of	prominent	secular	and	spiritual	authorities	throughout	the	twelfth-century	world.	The	play	then	instructs	that	the	allegorical	figure	of	Gentilitas	(a	broad	representation	of	paganism),	followed	by	the	King	of	Babylon,	should	open	the	play	with	her	statement	of	the	history	and	tenets	of	pagan	beliefs.	This	is	followed	by	the	entrance	of	Synagoga,	representing	the	community	of	the	Jews.8	With	those	characters	established	on	their	particular	sedes,	the	figure	of	Ecclesia,	the	Roman	Church,	enters	in	a	liturgical	processional	flanked	by	the	characters	of	Mercy	and	Justice	and	accompanied	by	the	Emperor	and	a	figure	designated	as	Apostolicus,	a	descriptor	for	the	Pope.	Leading	the	procession,	Ecclesia	sings	the	liturgical	conductus	Alto	consilio	before	she,	the	Emperor,	and	Apostolicus	take	their	
                                                        8.	It	is	not	explicitly	stated	at	this	point	in	the	play	that	Synagoga	should	wear	a	blindfold,	though	the	removal	of	her	veil	is	mentioned	in	the	didascaliae	later	in	the	play,	see	Symes,	“Play	about	the	Antichrist,”	29.	On	the	representations	and	implications	of	Synagoga	and	Ecclesia	in	medieval	art	and	literature	see	Nina	Rowe,	The	Jew,	the	Cathedral	
and	the	Medieval	City:	Synagoga	and	Ecclesia	in	the	Thirteenth	Century	(New	York:	Cambridge	University	Press,	2011);	Helga	Sciurie,	“Ecclesia	und	Synagoge	an	den	Domen	zu	Strassburg,	Bamberg,	Magdeburg	und	Erfurt:	Körpersprachliche	Wandlungen	im	gestalterischen	Kontext,”	in	Wiener	Jahrbuch	für	Kunstgeschichte	46-47.2	(January	1994):	679-88;	and	Jeremy	Cohen,	"Synagoga	conversa:	Honorius	Augustodunensis,	the	Song	of	Songs,	and	Christianity's	‘Eschatological	Jew,’"	Speculum	79.2	(April	2004):	309-340.	
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positions.	Then,	in	quick	succession,	the	other	kings—of	the	Franks,	Greeks,	and	Jerusalem9—also	enter	and	take	up	their	places	on	their	respective	sedes.	The	Emperor	then	explains	to	his	ambassadors,	and	to	the	audience,	the	historical	imperative	that	informs	his	desire	to	bring	the	former	jurisdictions	of	the	Roman	Empire	under	submission	and	fealty	to	Imperial	authority.	Thus,	he	first	sends	his	ambassadors	to	the	King	of	the	Franks,	who	summarily	rejects	his	offer.	The	ambassadors	return	to	the	Emperor	with	the	news	of	the	king’s	refusal,	forcing	him	to	subdue	the	King	of	the	Franks	in	battle—though	the	didascaliae	provide	very	few	instructions	regarding	the	military	action	of	the	play.	Upon	the	Emperor’s	victory,	the	King	of	the	Franks	swears	fealty	and	returns	to	his	throne.	The	Emperor	then	sends	his	ambassadors	to	the	King	of	the	Greeks	and	King	of	Jerusalem,	respectively.	Neither	king	puts	up	any	resistance	to	the	Emperor’s	commands	and	each	announces	to	the	ambassadors	that	he	will	gladly	swear	loyalty	to	the	Emperor.	However,	as	soon	as	the	Franks,	Greeks,	and	Jerusalem	are	within	the	realm	of	Imperial	might,	the	King	of	Babylon	sends	his	battalions	to	attack	Jerusalem,	spurring	the	King	of	Jerusalem	to	send	messengers	pleading	for	the	Emperor’s	assistance.	The	Emperor	promises	to	come	to	Jerusalem’s	aid	and,	before	he	and	his	army	attack	the	Babylonians,	an	
                                                        9.	The	presence	of	the	King	of	Jerusalem	is	a	reference	to	the	Latin	Kingdom	of	Jerusalem,	a	crusader	state	established	in	1099.	On	perceptions	of	Jerusalem	in	the	European	West	see	Sylvia	Schein,	Gateway	to	the	Heavenly	City:	Crusader	Jerusalem	and	the	
Catholic	West	(1099–1187)	(Burlington,	VT:	Ashgate,	2005).	On	the	presence	of	the	King	of	Jerusalem	in	the	Ludus	de	Antichristo	see	W.T.H.	Jackson,	“Time	and	Space	in	the	Ludus	de	
Antichristo,”	Germanic	Review	54.1	(Winter	1979):	1.	
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Angel	appears	to	sing	a	responsory,	declaring	a	sure	victory	for	the	Emperor	and	his	men.	Accordingly,	the	Emperor	defeats	the	King	of	Babylon	and	drives	him	from	Jerusalem.	Then,	in	his	final	act	as	Emperor,	the	didascaliae	instruct	that	he	should	appear	before	the	Temple	in	Jerusalem,	where	he	removes	his	imperial	crown,	scepter,	and	regalia,	placing	them	before	the	altar.	After	the	Emperor	dedicates	the	signifiers	of	his	imperial	rule	he	returns	to	his	sedes	as	the	King	of	the	Teutons.	This	marks	the	midpoint	of	the	play	and,	by	the	conventions	of	a	modern	drama,	might	be	considered	the	end	of	the	first	act.		 With	the	Emperor’s	act	of	piety	and	devotion	complete,	the	didascaliae	turn	to	the	entrance	of	Antichrist.	But	before	he	enters,	the	play	instructs	that	the	Hypocrites,	through	gestures	and	actions	that	display	an	appearance	of	humility,	should	win	over	“the	good	will	of	the	laity,”10	thereby	tacitly	acknowledging	the	presence	of	an	audience.	Once	assembled,	the	Hypocrites	then	approach	the	sedes	of	the	King	of	Jerusalem,	who	is	joined	by	Ecclesia,	and	ingratiate	themselves	with	him.	At	this	point,	Antichrist	enters	wearing	a	hidden	breastplate—a	description	that	places	an	emphasis	on	the	visual	representation	of	deception	important	to	the	play	and	signaling	the	dramatist’s	strong	grasp	of	theatricality.	Hypocrisy	and	Heresy	follow	Antichrist	into	the	space	and,	in	an	aside,	he	explains	that	with	their	help	the	time	has	come	to	conquer	all	humanity	by	sowing	conflict	and	disbelief.	Together	they	approach	the	King	of	Jerusalem,	where	the	Hypocrites	suddenly	reveal	hidden	swords	and	attack	the	King,	deposing	him	and	subjecting	Ecclesia	to	“insults	and	beatings”11	before	she	retreats	to	the	sedes	of	Apostolicus.	The	victorious	Hypocrites	then	
                                                        10.	Symes,	“Play	about	the	Antichrist,”	15.	11.	Symes,	“Play	about	the	Antichrist,”	17.	
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perform	a	contemporary	coronation	liturgy	(Firmetur	manus	tua,	et	exaltetur	dextera	tua),	crowning	Antichrist	as	the	new	King	of	Jerusalem.12		 	Mirroring	the	earlier	actions	of	the	Emperor,	Antichrist	then	sends	the	Hypocrites	as	his	ambassadors	to	bring	the	kings	under	his	subjugation.	First,	they	demand	the	submission	of	the	King	of	the	Greeks,	who	quickly	bends	his	knee	in	surrender.	Antichrist	removes	his	crown,	to	replace	it	by	marking	the	first	letter	of	his	name	upon	the	King’s	forehead—an	act	that	is	repeated	after	Antichrist	subdues	each	king.	Turning	his	attention	to	the	King	of	the	Franks,	Antichrist	provides	the	Hypocrites	with	gifts	that	they	bestow	upon	him,	which	results	in	his	prompt	submission.	But	the	King	of	the	Teutons,	the	former	Emperor,	is	not	so	easily	swayed	by	the	same	tactic	when	approached	by	the	Hypocrites.	Instead,	he	chastises	their	deceitfulness	and	Antichrist	is	forced	to	assemble	his	forces	in	an	attack.	The	Hypocrites	collect	the	other	kings	and,	together	with	the	Antichrist,	they	attack	the	King	of	the	Teutons.	When	they	are	repelled,	the	Antichrist	turns	to	trickery	to	win	over	the	King.	The	didascaliae	explain	that	Antichrist	cures	a	fake	leper	and	false	cripple	brought	to	him	by	the	Hypocrites,	causing	the	King’s	faith	to	waiver.	But	for	Antichrist’s	biggest	“miracle,”	the	play	instructs	that	the	Hypocrites	“will	carry	in	a	bier	on	which	lies	someone	pretending	to	have	been	killed	in	battle.”13	Antichrist	seemingly	brings	this	body	back	to	life	and	the	King	of	the	Teutons	is	immediately	convinced	and	subjects	himself	to	
                                                        12.	Though	the	didascaliae	do	not	explain	exactly	what	crown	Antichrist	wears,	it	is	likely	that	it	is	the	imperial	crown	offered	earlier	in	the	play—signifying	a	highly	charged	political	act	on	the	part	of	the	Hypocrites.	13.	Symes,	“Play	about	the	Antichrist,”	24.		
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Antichrist’s	authority.	Then,	as	Antichrist’s	retainer,	the	King	of	the	Teutons	subdues	both	Gentilitas	and	the	King	of	Babylon.		 Finally,	Antichrist	commands	that	the	Hypocrites	go	to	Synagoga	and	convince	her	that	he	is	the	Messiah.	She	then	pledges	her	devotion	to	Antichrist,	prompting	the	Old	Testament	prophets	Enoch	and	Elijah	to	enter	into	the	space.	They	preach	of	Antichrist’s	lies	and	deception	to	Synagoga	and	then	remove	her	veil	so	that	she	can	see,	and	confirm,	him	to	be	Antichrist.	The	Hypocrites	swiftly	tell	Antichrist	of	Enoch	and	Elijah’s	intervention,	and	he	demands	that	they	all	be	brought	before	him.	Unwavering	in	their	faith,	the	two	prophets	enrage	Antichrist	with	their	defiance	and	so	he	orders	that	they,	and	Synagoga,	be	killed.	In	the	end,	all	the	kings	assemble	before	Antichrist,	preparing	to	worship	him.	But	just	as	he	announces	himself	to	be	God,	the	didascaliae	instruct	that	a	loud	crash	should	sound	from	above,	causing	the	Antichrist	to	fall	down	and	his	followers	to	flee—leaving	Ecclesia	to	close	the	play	with	a	song	in	praise	of	the	true	God.	
Toward	a	Medieval	Public	Sphere		 As	this	brief	summary	suggests,	the	Ludus	de	Antichristo	is	a	fascinating	artifact	of	medieval	drama.	Yet	few	scholars	have	examined	it	as	such,	or	indeed	as	a	document	that	frames	the	rhetoric	and	rituals	of	medieval	politics	and	diplomacy	in	purposefully	theatrical	ways.	Questioning	what	the	play	dramatizes	and	why	and	how	it	works	reveals	that	the	Ludus	participates	in	longstanding	medieval	traditions	whereby	theatricality	serves	as	a	vehicle	for	public	discourse	and	informs	the	recognition,	display,	and	dissemination	of	political	agency.	As	I	will	show,	the	play	was	initially	created	to	position	the	monks	of	Tegernsee	on	the	side	of	the	self-styled	“Holy	Roman	Emperor,”	Frederick	I	(called	“Barbarossa,”	1122-1190)	in	his	debate	with	Pope	Alexander	III	(r.	1159-1181)	over	
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secular	authority	in	the	Empire—a	debate	that	renewed	tensions	stretching	back	beyond	the	Investiture	Controversy	of	the	previous	century	to	the	time	of	Charlemagne	(742-814),	the	first	Christian	king	to	be	crowned	emperor	by	the	Roman	pontiff.14	The	Ludus	actively	participated	in	this	polemical	debate	through	its	dramatization	of	the	institutions,	participants,	and	forces	at	work	in	the	political	arena	of	medieval	Europe—effectively	staging	their	arguments	and	positioning	them	in	the	coterminous	public	and	theatrical	space.	This	emphasis	on	capturing,	in	the	form	of	a	drama,	the	methods	and	manners	of	disputation	that	allow	for	recognition	of	legitimate	or	illegitimate	authority	speaks	to	a	medieval	theatre	that	was	also	vitally	instructive.	Furthermore,	the	later	impetus	to	copy	the	play	and	bind	it	in	a	manuscript	along	with	selections	from	Frederick’s	vita,	known	as	the	Gesta	Friderici	(The	Deeds	of	Frederick),15	and	a	range	of	pedagogical	texts	used	in	the	instruction	of	Latin	grammar,	letter	writing,	and	other	formal	methods	of	communication	signals	the	desire	to	create	an	anthology	that	would	equip	monastic	students	at	Tegernsee	
                                                        14.	According	to	Leidulf	Melve	in	Inventing	the	Public	Sphere:	The	Public	Debate	
During	the	Investiture	Contest	(c.	1030-1122),	2	vols.	(Leiden:	Netherlands:	Brill,	2007)	the	Investiture	Controversy	structures	the	medieval	public	sphere	to	include	semi-elite,	semi-literate	agents,	and	this	model	is	useful	when	looking	to	Frederick’s	challenges	with	the	Papacy	during	his	reign.	But	Melve’s	argument	falls	flat	in	examining	the	larger	representative	practices	of	the	public	sphere	that	had	long	been,	and	continued	to	be,	at	the	center	of	medieval	communication	and	debate.	15.	See	The	Deeds	of	Frederick	Barbarossa,	trans.	Charles	Christopher	Mierow	(Ann	Arbor,	MI:	University	of	Michigan	Press,	1953).	
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with	a	particular	set	of	rhetorical	and	literary	skills	in	preparation	for	active	engagement	in	those	arenas	where	authority	was	manifested	through	publicity.		 In	an	explicit	challenge	to	the	narrow	model	of	the	modern	public	sphere	posited	by	Jürgen	Habermas,16	Carol	Symes	has	argued	for	a	“common	stage”	of	theatricality	constructed	from	the	social,	political,	economic,	and	cultural	fabrics	of	medieval	communities.17	Her	work	informs	my	efforts	to	distinguish	the	Ludus	de	Antichristo	as	a	document	exemplary	of	already	well-developed	dramatic	structures,	built	upon	the	much	larger	“common	stage”	of	European	politics	and	tying	the	monastery	at	Tegernsee	to	a	larger,	theatrical	medieval	public	sphere,	thereby	exposing	the	relationships	between	religious	and	political	centers	as	well	as	teaching	the	means	through	which	to	navigate	those	relationships.18	Thus,	the	Ludus	de	Antichristo	reveals	the	parameters	of	publicity	that	mark	when	and	how	representatives	of	authority	act	upon	the	“common	stage”	of	the	
                                                        16.	See	Jürgen	Habermas,	Strukturwandel	der	Öffentlichkeit	(Darmstadt:	Hermann	Luchterhand	Verlag,	1962).	17.	Carol	Symes,	A	Common	Stage:	Theater	and	Public	Life	in	Medieval	Arras,	(Ithaca:	Cornell	University	Press,	2007),	especially	3-4.	18.	In	this	way	I	expand	Symes’	methodology—which	challenges	a	Habermasian	public	sphere	reliant	on	textual	parameters	due	to	strong	evidence	of	various	milieus	participating	in	the	medieval	theatres	that	made	up	the	public	sphere	of	one	medieval	town,	Arras—to	examine	the	larger	systems	of	medieval	courts	and	schools	for	their	similar	use	of	drama	and	performance	to	construct	the	public	sphere	on	a	wider	scale.	For	a	synopsis	of	this	methodology	see	Symes,	Common	Stage,	277-79.	
 
 
12 
twelfth	century.	Furthermore,	the	Ludus	also	aids	in	identifying	how	documents	that	do	not	resemble	dramas	also	appropriate	those	same	techniques	of	theatricality—many	codified	performatively	within	the	Ludus—that	serve	as	means	to	greater	ends.	The	Ludus	de	
Antichristo	therefore	has	much	to	teach	historians	about	the	ubiquity	of	theatricality	in	the	Middle	Ages	and	the	ways	that	any	medieval	theatre	was	actively	constructed	by	communities	seeking	to	stage	their	concerns,	opinions,	and	propaganda	for	a	wider	audience.	
Chapter	Outline		 Chapter	One:	Dramatic	Narrative	and	the	Performance	of	Power	examines	how	the	
Ludus	participates	in	the	narratology	of	Christian	history,	using	the	well-known	Epistola	
Adsonis	ad	Gerbergam	reginam	de	ortu	et	tempore	antichristi,	by	the	tenth-century	abbot	Adso	of	Montier-en-Der,	as	his	source	material	for	constructing	the	plot	structure	of	the	play.	But	the	Ludus	does	more	than	borrow	from	Adso;	the	play	places	Frederick	at	the	center	of	Christian	eschatology,	thereby	repositioning	Adso’s	eschatological	framework	in	the	present	and	projecting	its	reinterpreted	narrative	into	the	future.	Furthermore,	the	advent	of	the	Antichrist	works	to	frame	current	events	and	controversies.	Gerhoh	of	Reichersberg’s	well-known	De	investigatione	Antichristi	(c.	1162),	contemporary	to	the	
Ludus,	not	only	sought	to	prepare	the	ecclesiastical	community	for	the	coming	of	the	Antichrist,	but	also	warned	against	a	popular	practice	of	staging	plays	and	games	that	dealt	with	the	Antichrist	in	churches	and	monasteries.	While	it	is	not	the	case	that	Gerhoh’s	treatise	was	written	in	direct	response	to	the	Ludus,	it	certainly	shows	that	the	play	from	Tegernsee	was	participating	in	a	recognized	practice	of	using	performed	representations	of	the	Antichrist	to	communicate	up-to-date	messages	of	relevance	to	a	wide	audience.	
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Expectations	of	the	end-times	had	long	been	at	the	center	of	Church	theology,	and	evoking	these	events	served	as	a	common	way	to	warn	against	certain	excesses	in	ecclesiastical	life	and	to	push	for	the	reform	of	abuses	that	might	prepare	the	path	for	the	Antichrist	in	the	secular	realm.	But	beyond	the	eschatology	of	many	of	these	works,	the	emphasis	on	the	final	days	of	the	world	positioned	the	Church	and	its	various	agents	within	a	larger	narrative	with	each	new	telling.	The	Ludus	is	a	particularly	interesting	example	of	this	because	it	does	so	in	a	form	that	embodies	(or	at	least	envisions	the	embodiment	of)	the	present	in	such	a	way	as	to	render	the	Christian	narrative	as	more	immediate	and	perhaps	more	urgent.	But	like	those	earlier	works	(i.e.	vitae,	letters,	proclamations,	etc.)	the	
Ludus	took	the	Christian	narrative	as	a	type	of	“universal	plot,”	participating	in	a	long	history	of	dramatizing	current	events,	providing	a	variation	on	a	well-established	dramatic	theme,	and	inserting	the	agents	of	the	present	into	the	larger	Christian	narrative.19	Chapter	Two:	A	Twelfth-Century	Network	of	Drama,	explores	the	ways	in	which	power	(and	inversely,	the	lack	of	power)	is	represented	and	enacted	within	the	play	and	how	medieval	documents	also	make	use	of	drama	to	project	and	disseminate	authority.	It	
                                                        19.	Donnalee	Dox	argues	that	theatre	was	used	as	a	literary	device,	a	metaphor	for	paganism	and/or	antithesis	to	Christianity	used	along	the	lines	of	Augustine	or	Isadore	of	Seville,	in	The	Idea	of	the	Theater	in	Latin	Christian	Thought:	Augustine	to	the	Fourteenth	
Century	(Ann	Arbor:	University	of	Michigan	Press,	2009),	see	especially	chapter	2.	Henry	Angsar	Kelly	provides	many	early	medieval	examples	of	this	type	of	thinking	in	Ideas	and	
Forms	of	Tragedy	from	Aristotle	to	the	Middle	Ages	(Cambridge:	Cambridge	University	Press,	1993),	see	especially	ch.	3.	
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highlights	the	dynamic	nature	of	the	medieval	public	sphere	as	a	network	(or	networks)	made	up	of	social,	geographic,	political,	cultural	milieus	operating	through	renegotiated	hubs	and	connections	that	attempt	to	maintain	influence	through	the	performance	of	authority	and	agency.	In	particular,	this	chapter	examines	the	letter	collection	that	shares	the	manuscript	with	the	Ludus,	wherein	both	serve	as	examples	that	reveal	the	exercise	and	limitation	of	agency,	as	dramatized	in	the	play	and	practiced	in	the	larger	public	sphere	it	represents,	coupled	with	the	processes	involved	in	transmitting	authority	across	time	and	space.	In	both	instances,	I	reveal	how	drama—as	both	a	literary	exercise	and	a	performed	representation—enabled	the	development	of	political	personae	and	modeled	the	negotiation	of	power	among	them.	Drawing	from	studies	in	network	theory	in	general,	and	actor-network	theory	(ANT)	specifically—ANT	is	particularly	helpful	for	its	consideration	of	non-human	objects	as	actants20—I	reveal	how	the	Ludus	is	implicated	within	the	manuscript	culture	of	the	Middle	Ages,	in	which	manuscripts	embodied	human	agency	and	could	also	act	as	agents	on	their	own.21	In	the	play,	as	in	the	public	sphere,	
                                                        20.	See	Bruno	Latour,	Reassembling	the	Social:	An	Introduction	to	Actor-Network	
Theory	(Oxford:	Oxford	University	Press,	2005),	63-86.	Further	examinations	into	how	ANT	informs	educational	efforts	can	be	found	in	Researching	Education	Through	Actor-Network	
Theory,	Tara	Fenwick	and	Richard	Edwards,	eds.	(Chichester,	West	Sussex:	Wiley-Blackwell,	2012).	21.	Symes	makes	excellent	use	of	examples	citing	how	often	documents,	although	privately	assembled,	also	took	on	public	functions	and	acted	as	legitimizing	forces	when	presented	in	the	public	sphere;	see,	Symes,	Common	Stage,	137-38	and	147-49.	
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those	negotiations	often	had	to	be	dramatized:	hence	the	importance	of	creating	documents	that	were	able	to	communicate	as	actors	on	their	own	right.	Chapter	Three:	The	Liturgy	and	Monastic	Audiences,	challenges	existing	historiographical	narratives	that	attempt	to	classify	the	Ludus	de	Antichristo	as	“merely”	a	liturgical	play—implying	that	it	holds	no	wider	significations	or	implications	beyond	the	rituals	of	Christian	belief	and	practice.	Rather,	the	specific	liturgies	contained	within	the	
Ludus	are	dramatically	altered	in	ways	that	become	apparent,	even	magnified,	in	performance.	These	alterations	communicate	particular	meanings	especially	meaningful	to	monastics,	who	spent	a	great	deal	of	their	lives	performing,	documenting,	and	commenting	on	the	liturgy.	Thus,	the	chapter	will	examine	the	implications	of	the	liturgies	included	in	the	Ludus	and	how	they	performed	Tegernsee’s	pro-imperial	agenda,	especially	among	the	Benedictine	monasteries	of	Bavaria	and	Austria.	Furthermore,	comparative	analyses	of	the	liturgies	included	in	the	Ludus	and	those	of	other	contemporaneous	Latin	plays,	such	as	those	from	the	nearby	abbey	of	Benediktbeuern	and	the	Ordo	Virtutum	by	Hildegard	of	Bingen,	demand	that	historians	of	medieval	theatre	re-evaluate	the	traditional	emphasis	on	the	liturgy	as	the	passive	source	of	medieval	drama.	Instead,	I	show	that	monastic	communities	embedded	certain	liturgies	within	dramas	as	a	means	of	creative	expression	and	as	a	way	to	counter	contemporary	monastic	reform	efforts	that	sought	to	centralize	the	liturgy	and	bring	it	under	papal	control,	potentially	eradicating	local	liturgical	practices.	As	a	result,	the	liturgies	of	the	Ludus	are	shown	to	be	some	of	the	most	politically	charged	elements	of	the	play,	signaling	(to	the	wider	monastic	community)	the	anxieties	and	aspirations	of	the	monks	of	Tegernsee,	who	had	tied	themselves	to	the	political	ambitions	of	Frederick.	
 
 
16 
Chapter	Four:	Pedagogy	and	the	Aesthetics	of	Performance,	identifies	the	Ludus	de	
Antichristo	as	a	document	that	maintained	its	significance	in	the	cloister	school	at	Tegernsee	even	after	the	initial	impetus	for	its	creation	had	long	passed.	The	other	documents	that	were	bound	together	with	the	Ludus	into	manuscript	Clm	19411	serve	as	excellent	examples	of	the	medieval	pedagogical	technique	known	as	the	ars	dictaminis,	making	it	extremely	likely	that	the	Ludus	was	kept	at	Tegernsee	to	serve	the	cloister	in	a	long	tradition	of	using	such	texts	for	educational	purposes.22	The	shifting	functionality	of	this	dramatic	document	emphasizes	the	changes	occurring	in	the	debate	over	reform	efforts	and	the	structures	of	power	in	late	twelfth-century	Europe	for	which,	most	importantly,	the	Ludus	maintained	relevance	as	an	instructional	tool	specifically	because	of	its	theatricality	and	its	encapsulation	of	Tegernsee’s	wider	political	ambition.	Thus,	Chapter	Four	will	examine	how	the	play	envisions	space	as	crucial	to	connecting	its	readership	and/or	viewership	to	the	larger	processes	at	work	within	the	drama:	the	representation	and	spiritual	symbolism	of	location,	the	distance	needed	to	travel	to	reach	those	locations,	the	articulation	of	the	acoustic	space	through	music,	the	symbolic	use	of	height,	and	other	shared	understandings	of	how	space	is	negotiated.	The	necessity	of	reading	aloud	public	
                                                        22.	See	John	O.	Ward,	“Rhetorical	Theory	and	the	Rise	and	Decline	of	‘Dictamen’	in	the	Middle	Ages	and	Early	Renaissance,”	Rhetorica:	A	Journal	of	the	History	of	Rhetoric	19,	No.	2	(Spring	2001):	178	and	Giles	Constable,	“Dictators	and	Diplomats	in	the	Eleventh	and	Twelfth	Centuries:	Medieval	Epistolography	and	the	Birth	of	Modern	Bureaucracy,”	
Dumbarton	Oaks	Papers	46,	Homo	Byzantinus:	Papers	in	Honor	of	Alexander	Kazhdan	(1992):	39.	
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proclamations,	proceedings,	and	other	documents	speaks	to	the	ways	in	which	a	text’s	contents	were	projected	forward	into	a	space	of	audibility	and	visibility.	Altogether,	the	ways	in	which	the	Ludus	transforms	space	for	performance	speak	to	aesthetic	choices	and	creative	staging	techniques	that	uphold	it	as	one	of	the	most	important	plays	of	medieval	theatre.
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CHAPTER	1:	DRAMATIC	NARRATIVE	AND	THE	PERFORMANCE	OF	POWER	When	you	wish	to	be	informed	about	the	Antichrist	the	first	thing	you	want	to	know	is	why	he	is	so	called.	This	is	because	he	will	be	contrary	to	Christ	in	all	things	and	will	do	things	that	are	against	Christ.1			 In	Christian	eschatology,	the	central	figure	of	the	end	times	is	more	than	simply	‘not-Christ,’	he	is	by	his	very	nature,	the	agonistic	mirror	or	opposite	to	all	that	is	Christ,	he	truly	is	Anti-Christ.2	As	the	tenth-century	abbot	Adso	of	Montier-en-Der	(d.	992)	explains	in	his	letter	to	Gerberga	(c.	913-968/9),	queen	consort	of	France,	“Christ	came	as	a	humble	man,	[the	Antichrist]	will	come	as	a	proud	one.	Christ	came	to	raise	the	lowly,	to	justify	sinners;	he,	on	the	other	hand,	will	cast	out	the	lowly,	magnify	sinners,	exalt	the	wicked.”3	For	Adso,	the	Antichrist	is	a	necessary,	if	undesired,	part	of	the	Christian	story	and	his	letter	to	Gerberga	outlines	
                                                        1.	Adso	of	Montier-en-Der,	Letter	on	the	Origin	and	Time	of	the	Antichrist,	trans.	Bernard	McGinn	in	Apocalyptic	Spirituality:	Treatises	and	Letters	of	Lactantius,	
Adso	of	Montier-en-Der,	Joachim	of	Fiore,	the	Franciscan	Spirituals,	Savonarola	(New	York:	Paulist	Press,	1979),	90.	2.	Kevin	L.	Hughes,	Constructing	Antichrist:	Paul,	Biblical	Commentary,	and	
the	Development	of	Doctrine	in	the	Early	Middle	Ages	(Washington	D.C.:	The	Catholic	University	of	America	Press,	2005),	109.	Hughes	points	out	that	as	early	as	Pope	Gregory	I	in	his	Moralia	sive	expositio	in	Iob,	13.10.13	(between	578	and	595),	there	exists	a	corporeal	understanding	of	the	Antichrist	as	the	embodiment	of	all	opposite	to	that	of	Christ	while	he	was	on	Earth.	3.	Adso,	Letter	on	Antichrist,	90.	
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when,	where,	and	how	he	will	appear	in	the	world	as	fulfillment	of	Christian	eschatological	prophecy.	But	Adso’s	letter	to	Gerbera	serves	as	more	than	an	exegetical	and	theological	exercise;	for	although	Antichrist	would	serve	as	antithesis	to	Christ	in	the	final	chapters	of	the	Christian	storyline	as	played	out	on	Earth,	Adso	directs	his	narrative	toward	the	appearance	of	Antichrist	as	“minister	of	Satan”	(minister	
Satanae)	in	order	to	couch	his	eschatology	within	contemporaneous	shifts	in	the	political	landscape	of	medieval	Europe.	As	this	chapter	will	outline	in	greater	detail,	Adso	structures	the	warning	of	his	letter	via	a	narrative	that	had	long	been	a	part	of	Christian	eschatology	throughout	late	antiquity	and	the	early	Middle	Ages.	This	is	perhaps	best	indicated	by	his	exegesis	of	the	second	chapter	of	2	Thessalonians	detailing	when	the	Antichrist	was	to	be	revealed.	The	same	interpretation	of	this	particular	section	of	the	Pauline	epistles	can	be	found	discussed	amongst	the	Church	Fathers	and	commentators	of	the	fourth	and	fifth	centuries,	who	had	given	it	a	similar	importance	in	their	understanding	of	the	apocalyptic	progression	of	the	world.	The	significance	of	the	Antichrist	narrative	as	a	function	of	Christian	eschatology	is	more	fully	understood	in	the	context	of	the	tumultuous	centuries	preceding	the	dissolution	of	the	Western	Roman	Empire,4	and	is	here	employed	by	
                                                        4.	Hughes,	Constructing	Antichrist,	34-35.	For	a	summary	of	early	patristic	writings	concerning	the	Antichrist	see	McGinn,	Visions	of	the	End:	Apocalyptic	
Traditions	in	the	Middle	Ages	(New	York:	Columbia	University	Press,	1979),	22-24.	
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Adso	likely	as	a	result	of	similar	anxieties	concerning	the	balance	of	power	in	the	Western	Frankish	kingdom	during	the	middle	of	the	tenth	century.5	There	is	little	doubt	that	the	author	of	the	twelfth-century	play,	Ludus	de	
Antichristo,	drew	from	Adso	as	his	primary	source.6	The	plot	of	the	play	borrows	much	from	Adso’s	descriptions	of	significant	events	in	the	Christian	eschatological	story.	But	the	Tegernsee	author	who	dramatized	Adso’s	letter,	much	like	Adso	himself,	positions	Antichrist	centrally	within	the	story	as	a	means	to	frame	contemporary	political	uncertainties	within	a	familiar	Christian	narrative	for	the	sake	of	clearly	demarcating	the	individuals	and	agents	who,	according	to	the	
                                                        5.	Although	it	is	difficult	to	date	Adso’s	letter	with	certainty,	he	addresses	it	to	Gerberga	after	she	married	King	Louis	IV	d’Outremer	(“Gerberga,	uxor	Ludovici	Transmarini”)	in	939;	and	if,	as	I	will	explain	in	greater	detail,	the	subject	matter	of	Adso’s	letter	should	be	seen	as	a	product	of	the	political	upheavals	of	the	time,	then	it	is	possible	that	this	letter	falls	sometime	during	Louis’	reign	(936-954),	during	which	there	where	several	open	conflicts	between	Louis	and	the	rebellious	Hugh	the	Great,	Count	of	Paris	(898-956).	6.	For	the	early	scholarly	consensus	on	this	issue	see	Chambers,	Mediaeval	
Stage,	vol.	II,	63-64;	Meyer,	“Der	Ludus	de	Antichristo,”	138;	Eduard	Michaelis,	“Zum	Ludus	de	Antichristo,”	in	Zeitschrift	für	deutsches	Altertum	und	deutsche	Literatur	54.1	(1913):	70-75,	who	also	argues	that	much	of	the	text	is	borrowed	directly	from	the	Psuedo-Methodius	Apocalypse	of	the	seventh	century;	and	Karl	Young,	Drama	of	
the	Medieval	Church	vol.	II	(Oxford	Clarendon	Press,	1933),	390.	
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document’s	author,	would	stand	on	the	right	and	wrong	sides	of	the	Christian	eschatological	story;	and	thus,	on	the	right	and	wrong	sides	of	European	politics.	It	is	the	argument	of	this	chapter	that	such	an	approach	to	plot—framing	topical	concerns	within	established	narratives—was	common	amongst	early	medieval	documentary	practices,	but	especially	when	performance	could	reinforce	and	enhance	specific	meaning	as	an	aspect	of	dramatic	plot	construction.	Therefore,	it	is	the	aim	of	this	chapter	to	consider	to	what	degree	the	Christian	eschatological	narrative	of	the	Ludus	documents	and	performs	the	political	perspectives	of	its	author(s),	focusing,	in	particular,	on	the	Antichrist	as	embodiment	of	political	and/or	social	instability.	Thus,	the	invocation	and	framing	of	religious	“bodies”	in	documents	of	the	eleventh	and	twelfth	centuries	will	serve	to	contextualize	the	bodies	performed	as	a	part	of	the	Ludus.	This	chapter	views	narrative	as	a	function	of	wider	debates	on	political	and	sacerdotal	authority,	in	which	the	play	serves	to	position	the	concerns	of	its	community	(its	author	or	authors	and	the	monastery	at	Tegernsee)	within	a	medieval	public	sphere	shaped	by	both	text	and	performance.		It	is	important	to	point	out	an	emphasis	here	on	a	narratology,	employed	within	textual	as	well	as	performative	forms,	which	builds	upon	recent	scholarly	work	arguing	that	many	texts	are	a	negotiation	between	diegetic	narrativity	(whereby	the	narrative	is	relayed	by	means	of	a	specific	narrator)	and	mimetic	narrativity	(whereby	the	narrative	is	shown	through	representative	forms).7	
                                                        7.	For	a	succinct	explanation	of	the	diegetic	and	mimetic	narrative	modes	from	which	I	borrow,	as	well	as	various	other	binary	pairs	of	narrative	modes,	see	
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Drawing	on	new	research	in	cognitive	science	that	emphasizes	the	importance	of	narrative	in	the	creation	of	meaning,8	scholars	such	as	Ansgar	Nünning	and	Roy	Sommer	have	explored	the	ways	in	which	drama,	previously	understood	by	some	scholars	to	lack	the	mediacy	needed	to	present	a	clear	narrative,9	constructs	meaning	through	recognizable	(familiar)	and	corporeal	ways.	As	a	part	of	their	argument,	Nünning	and	Sommer	posit	that	diegetic	narrative	devices	were	especially	important	in	late	medieval	English	drama	as	a	means	to	present	
                                                        Marie-Laure	Ryan,	Narrative	Across	Media:	The	Languages	of	Storytelling	(Lincoln,	NE:	University	of	Nebraska	Press,	2004),	13-14;	and	“Foundations	of	Transmedial	Narratology,”	in	Narratology	Beyond	Literary	Criticism,	ed.	Jan	Christoph	Meister	(New	York:	Walter	de	Grutyer,	2005),	11-12.	See	also	Michael	Kearns,	Rhetorical	
Narratology	(Lincoln,	NE:	University	of	Nebraska	Press,	1999),	89;	and	David	Herman,	Story	Logic:	Problems	and	Possibilities	of	Narrative	(Lincoln,	NE:	University	of	Nebraska	Press,	2002),	171-72.	8.	See	Bruce	McConachie,	"Doing	Things	with	Image	Schemas:	The	Cognitive	Turn	in	Theatre	Studies	and	the	Problem	of	Experience	for	Historians,"	in	Theatre	
Journal	53.4	(December	2001):	569-94.	See	also	Carol	Fleisher	Feldman,	“Mimesis:	Where	Play	and	Narrative	Meet,”	in	Cognitive	Development	20	(2005):	503-13.	9.	F.K.	Stanzel,	Linguistische	und	Literarische	Aspekte	des	Erzählenden	
Diskurses	(Vienna:	Österreichische	Akademie	der	Wissenschaften,	1984),	4.	
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expository	information	and	frame	the	mimetic	action	of	the	play.10	Furthermore,	the	ways	in	which	certain	documents	outline	the	performance	of	the	text—via	the	stage	directions,	described	here	as	didascaliae11—are	diegetic	narrative	forms	that	are	negotiated	through	the	mimetic	form	in	performance.12	It	is	clear	that	in	recent	years	literary	theorists	have	begun	to	embrace	the	ways	in	which	mimesis	serves	as	a	narrative	form,	but	this	exploration	has	largely	focused	on	identifiable	dramatic	texts,	such	as	the	cycle	plays	of	late	medieval	England	or	even	earlier	documents	such	as	the	Ludus	de	Antichristo,	given	that	they	make	use	of	demarcated	literary	structures	that	more	clearly	differentiate	between	diegetic	and	mimetic	forms	of	narrative.	In	other	words,	this	analysis	has	been	applied	to	documents	that	“look”	like	modern	plays.	
                                                        10.	Ansgar	Nünning	and	Roy	Sommer,	“Diegetic	and	Mimetic	Narrativity:	Some	Further	Steps	Towards	a	Narratology	of	Drama,”	in	Theorizing	Narrativity,	John	Pier	and	Jose	Angel	Garcia	Landa,	eds.	(Berlin:	Walter	de	Gruyter,	2008),	337-38.	 11.	The	choice	to	use	didascaliae	rather	than	“stage	directions”	emphasizes	the	pre-modern	didactic	forms	and	rubrics	utilized	in	a	variety	of	texts	before	a	more	standardized	dramatic	textual	form	came	into	use.	12.	Ryan	Claycomb,	“Here’s	How	You	Produce	this	Play:	Towards	a	Narratology	of	Dramatic	Texts,”	in	Narrative	21.2	(May	2013):	160-61.	See	also	Pascale	Aebischer,	“Didascalia	and	Speech	in	Dramatic	Text”	in	Journal	of	Dramatic	
Theory	and	Criticism	17.2	(Spring	2003):	25-44.	
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	 What	I	attempt	here	is	to	show	how	a	clearer	picture	of	both	the	diegetic	and	the	mimetic	narrative	modes	in	the	practices	of	early	medieval	documentation	reveals	the	greater	role	of	drama	and	representative	practices	in	the	formation	of	a	medieval	public	sphere,	specifically	as	it	pertains	to	texts	not	often,	if	ever,	identified	as	plays.	A	document	like	the	Ludus,	unquestionably	identified	as	a	dramatic	text,	invites	investigation	of	dramatic	devices	(i.e.	the	mimetic	narrative	mode)	codified	within	earlier	medieval	documents.	Because	no	document	is	created	within	a	cultural	bubble—meaning	that	the	practices	informing	the	way	in	which	a	document	is	created	are	a	part	of	a	larger	milieu	spanning	both	geographic	and	temporal	boundaries—the	mimetic	narrative	mode,	although	varied	in	its	uses,	will	serve	as	an	identifiable	marker	amongst	the	documentary	practices	of	the	early	medieval	period	preceding	the	twelfth-century.13	For	this	chapter	in	particular,	the	Ludus	
                                                        13.	Here	I	borrow	from	the	contextualist	framework	introduced	into	the	field	of	literary	criticism	as	rhetorical	narratology	by	Kearns,	Rhetorical	Narratology.	Kearns’	rhetorical	narratology	argues	that	context	is	crucial	in	determining	what	constitutes	narrative	and	that	the	efficacy	of	a	document	lies	within	the	intersection	of	documentary	conventions	and	audience	expectations	via	a	speech-act	theoretical	framework	(1-3).	I	add	that	these	conventions	are	in	conversation	with	their	own	history.	Kearns	gestures	to	this	idea	in	his	description	of	what	he	terms	“ur-conventions”	(47-50	and	83-86).	See	also	Susan	Sniader	Lanser,	The	Narrative	Act:	
Point	of	View	in	Prose	Fiction	(Princeton:	Princeton	University	Press,	1981),	85-86;	
 
 
25 
serves	as	a	twelfth-century	example	par	excellence	of	a	document	that	employed	both	narrative	modes	to	their	fullest	extent	for	the	purpose	of	polemical	debate	amongst	a	wider	audience	than	just	the	monastic	community	at	Tegernsee.	Furthermore,	I	will	argue	that	the	specific	ways	in	which	the	Ludus	employs	the	mimetic	narrative	mode	are	the	result	of	conventions	developed	over	time	that	are	couched	in	documents	not	identified	as	plays	but	decipherable	by	a	wider	community	(than	just	that	of	the	monastery	of	Tegernsee)	familiar	with	its	performative	implications.	This	opens	up	a	much	wider	consideration	of	documents	that,	because	of	the	representative	nature	of	the	medieval	public	sphere,	made	use	of	dramatic	devices.14	
                                                        and	Seymour	Benjamin	Chatman,	Story	and	Discourse:	Narrative	Structure	in	Fiction	
and	Film	(Ithaca,	NY:	Cornell	University	Press,	1980),	22.	14.	In	both	medieval	and	theatre	historiography,	attempts	to	categorize	the	literature	of	the	Middle	Ages	has	resulted	in	anachronistic	understandings	about	the	ways	in	which	various	documents	may	have	functioned	in	their	original	contexts.	This	is	especially	true	for	medieval	drama,	as	much	of	the	historiographical	methods	for	archiving	and	canonizing	medieval	plays	date	back	to	the	early	twentieth	century	to	Chambers	and	Young.	As	Carol	Symes	so	aptly	states,	“Even	many	of	those	scholars	now	engaged	in	meticulous	archival	research	have	consistently	resisted	calls	to	account	for	the	fact	that	medieval	texts—of	all	kinds—were	created,	kept,	and	used	for	purposes	that	do	not	necessarily	match	those	scholars’	expectations	(and	desires),	purposes	that	are	further	obscured	by	these	texts’	
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	 Put	simply,	this	chapter	will	dissect	the	narratological	elements	within	the	
Ludus	de	Antichristo	and	match	these	elements	to	a	wider	documentary	culture.	To	begin,	this	chapter	will	examine	the	use	of	narrative	modes	in	the	Ludus	and	corresponding	texts	of	the	twelfth	century	as	a	means	to	control	the	implications	of	representation	of	embodied	religious	authority.	Beyond	just	the	use	of	narrative,	the	
Ludus	also	pinpoints	the	theatricality	of	this	particular	narrative	through	its	detailed	
didascaliae.	As	the	second	part	of	this	chapter	will	argue,	the	Ludus	shows	a	well-established	understanding	of	ritual	and	performance	distilled	in	a	narrative	form	that	points	to	a	distinct	twelfth-century	public	sphere.	Finally,	the	narrative	construction	of	the	Ludus	will	be	compared	with	that	of	documents	surrounding	the	life	of	Louis	the	Pious	in	the	ninth	century	as	a	means	to	highlight	a	longstanding	relationship	between	drama	and	narrative.	Ultimately,	the	goal	of	this	chapter	is	to	show	the	popular	usage	of	narrative	throughout	the	Middle	Ages	as	a	public	and	performed	polemical	device	through	which	a	medieval	public	sphere,	delineated	by	a	medieval	theatricality,	can	be	better	identified.	
Narrative	Modes	and	Performing	Religion	
                                                        extraction	from	their	material	and	performative	contexts”	in	“The	Medieval	Archive	and	the	History	of	Theatre:	Assessing	the	Written	and	Unwritten	Evidence	for	Premodern	Performance,”	in	Theatre	Survey	52.1	(May	2011):	32,	especially	n.	10.	See	also	Symes,	“The	Appearance	of	Early	Vernacular	Plays:	Forms,	Functions,	and	the	Future	of	Medieval	Theatre,”	in	Speculum	77.3	(July	2002):	778-831.	
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	 In	his	treatise	De	investigatione	Antichristi	(1161-1162),	Gerhoh	of	Reichersberg	(1093-1169)	makes	specific	mention	of	performances	that	involved	an	Antichrist	character.	Under	the	heading	of	“De	spectaculis	theatricis	in	ecclesia	Dei	exhibitis,”	(“On	Theatrical	Spectacles	Displayed	in	the	Church”)	Gerhoh	condemns	the	activity	of	playing	out	spectacles	that	contain	characters	such	as	Antichrist	and	Herod	within	the	church	walls.15	The	polemic	makes	specific	mention	of	these	two	characters	due	to	their	related	ambitions	of	destroying	Christ	on	Earth	and	who	are	thus	tied	together	in	Earthly	intentions	as	disruptive	forces	within	the	Christian	story,	both	in	the	past	and	the	present,16	something	to	which	I	will	return	shortly.	Gerhoh	also	rails	against	the	conventions	of	such	plays	where	individuals	of	religious	communities	degrade	themselves	by	playing	women	(in	quibus	viri	totos	se	
frangunt	in	feminas)	and	wearing	demonic	masks	(homines	se	in	demonum	larvas	
transfigurant),	all	under	the	assumption	that	such	spectacula	and	ludi	are	mere	harmless	activities.17	In	doing	so,	he	points	to	a	danger	inherent	in	the	embodiment	of	such	figures	and	the	playing	out	of	their	evil	proclivities,	where	the	intentions	of	such	actions	are	potentially	unknown	and	may	actually	promote	the	ideals	of	the	
                                                        15.	Gerhoh	of	Reichersberg,	De	investigatione	Antichristi	1.5,	MGH	Ldl	3	(Hanover,	1897),	315-16.	16.	Lawrence	M.	Clopper,	Drama,	Play,	and	Game:	English	Festive	Culture	in	
the	Medieval	and	Early	Modern	Period	(Chicago:	University	of	Chicago	Press,	2001),	45.	 17.	See	note	20	below.	
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Antichrist	and	even	serve	to	advance	his	agency	within	the	church.18	There	is	no	specific	mention	of	a	particular	play	or	community	where	this	activity	is	occurring,	and	despite	early	scholarly	belief	that	Gerhoh	is	referring	to	the	Tegernsee	Antichrist	play,19	the	descriptions	he	provides	suggest	that	he	is	referring	to	a	broader	interest	in	various	types	of	performance	that	make	use	of	the	Antichrist	character	across	multiple	churches	and	ecclesiastical	communities.20	
                                                        18.	Gerhoh,	De	investigatione	Antichristi,	“Quid	ergo	mirum,	si	et	isti	Antichristum	vel	Herodem	in	suis	ludis	simulantes	eosdem	non,	ut	eis	intentioni	est,	ludicro	mentiuntur,	sed	in	veritate	exhibent,	utpote	quorum	vita	ab	Antichristi	conversatione	non	longe	abest?”	Also,	“Et	quis	scire	potest,	an	et	cetera	simulata,	Antichristi	scilicet	effigiem,	demonum	larvas,	Herodianam	insaniam	in	veritate	non	exhibeant?”	19.	Chambers	implicitly	connects	the	two	texts	in	his	short	examination	of	antichrist	ludi	in	The	Mediaeval	Stage	vol.	II,	98-99.	Young,	on	the	other	hand,	believes	that	the	correlation	between	Gerhoh’s	treatise	and	the	Ludus	is	stronger,	in	
Drama	of	the	Medieval	Church	vol.	II,	392.	Richard	Axton,	European	Drama	of	the	
Early	Middle	Ages	(Pittsburgh:	University	of	Pittsburgh	Press,	1975),	45	claims	that	Gerhoh’s	treatise	is	actually	a	response	to	the	Tegernsee	play.	20.	See	Clopper,	Drama,	Play,	and	Game,	43-47,	and	Max	Harris,	Sacred	Folly:	
A	New	History	of	the	Feast	of	Fools	(Ithaca,	NY:	Cornell	University	Press,	2011),	42-45.	Clopper	and	Harris	correctly	point	out	that	Gerhoh’s	descriptions	of	demons,	masks,	and	the	interwoven	characters	of	Herod	and	Antichrist	within	these	
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	 Gerhoh	frames	for	his	reader	a	description	of	these	goings-on	in	such	a	way	as	to	detail	the	very	real	presence	of	evil	in	his	world	and	to	add	a	new	chapter	to	the	apocalyptic	narrative	of	earlier	centuries	by	recognizing	the	degradation	of	churches	and	monasteries	as	evidence	of	the	depth	to	which	the	Antichrist’s	agents	have	penetrated	the	Holy	Church.	In	his	later	work,	The	Fourth	Watch	of	the	Night	(De	quarta	vigilia	noctis,	1167),	Gerhoh	expounds	upon	history	as	a	long	night	where	the	Church	has	been	placed	into	service	as	the	night	watch	waiting	for	the	second	coming	of	Christ.	He	considered	his	current	age	to	be	the	darkest	portion	of	that	long	night	of	history,	positing	that	the	Antichrist	was	already	among	the	faithful	of	Christian	Europe	due	largely	to	the	rampant	avarice	within	the	unwary	Church,	up	to	and	including	Pope	Alexander	III	(r.	1159-1181)	himself.21	Indeed,	the	state	of	affairs	that	had	infected	the	Church	was	a	central	concern	for	Gerhoh	as	he	had	lamented	the	growth	of	greediness	and	self-promotion	within	the	Roman	curia	in	
                                                        activities	are	features	not	indicated	in	the	detailed	didascaliae	of	the	Tegernsee	play	and,	therefore,	it	is	unlikely	that	it	is	the	play	to	which	Gerhoh	refers.	Furthermore,	Clopper	argues	that	Gerhoh	is	speaking	broadly	about	liturgical	practices	that	include	such	spectacula	and	also	about	less	structured,	non-liturgical	ludi	that	playfully	include	these	particular	characteristics,	as	Gerhoh	had	indicated	his	participation	in	and/or	witness	to	such	practices.	21.	Gerhoh,	The	Fourth	Watch	of	the	Night,	trans.	McGinn	in	Visions,	103-7.	See	also	De	quarta	vigilia	noctis,	MGH	Ldl	3,	503-25.	
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the	earlier	work	of	De	investigatione	Antichristi.22	For	Gerhoh,	the	coming	of	the	Antichrist	was	best	identified	through	an	examination	regarding	the	state	of	affairs	within	the	Church.	The	seeming	indifference	to	inviting	the	unforeseen	consequences	of	staging	the	acts	of	the	Antichrist	and	his	historical	agents	(i.e.	Herod)	within	the	walls	of	individual	churches	and	monasteries	was	no	doubt	an	indication	of	his	infiltration	of	the	hearts	and	minds	of	those	who	might	enjoy	such	activities.23	According	to	Gerhoh,	Church	leaders	had	fallen	asleep	during	their	watch.		 Gerhoh’s	eschatological	narrative	is	his	response	to	the	danger	of	heresies	that	he	regarded	as	being	perpetuated	amongst	the	clergy	and	learned	individuals	within	the	Church.	He	was	specifically	concerned	with	teachings	that	emphasized	a	clear	distinction	between	Christ’s	divinity	and	his	humanity,24	but	also	about	clerics	
                                                        22.	Gerhoh,	“De	avaricia	Romanorum	civium,”	in	De	investigatione	Antichristi	1.49,	MGH	Ldl	3,	356-57.	23.	In	essence,	Gerhoh	is	taking	a	rhetorical	stand	in	the	battle	for	the	“soul”	of	those	within	the	ecclesiastical	community	against	the	Antichrist.	Thus,	the	religious	figure	serves	as	the	site	of	the	agon	in	his	narrative.	For	the	rhetorical	concept	at	work	here	see	Jody	Enders,	Rhetoric,	89-110.	24.	Constant	J.	Mews,	“Accusations	of	Heresy	and	Error	in	the	Twelfth-Century	Schools:	The	Witness	of	Gerhoh	of	Reichersberg	and	Otto	of	Freising,”	in	
Heresy	in	Translation:	Transforming	Ideas	of	Heresy	in	Medieval	and	Early	Modern	
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that	adhered	to	secular	rather	than	spiritual	authority.	This	is	the	major	subject	of	his	letter	Liber	de	novitatibus	huius	temporis,	written	to	the	newly	elected	Pope	Hadrian	IV	in	1156,	in	which	he	calls	for	the	Pope	to	admonish	those	members	of	the	clergy	that	have	rejected	matters	of	the	spirit	for	the	worldly	concerns	of	the	flesh.25	He	consistently	envisions	the	Church	as	the	embodiment	of	Christ	on	Earth	and	those	clerics	that	would	supplicate	to	secular	authority	as	advocating	for	the	Church’s	enslavement	to	those	powers.26	Indeed,	by	the	time	he	writes	De	
investigatione	Antichristi,	it	is	clear	that,	for	Gerhoh,	playing	out	the	exploits	of	the	Antichrist	within	sacred	spaces	represents	a	sort	of	anti-liturgical	practice	that	embodies	the	evil	qualities	of	the	Antichrist	and	poisons	the	holy	body	of	the	Church.	This	fits	into	his	understanding	of	the	greater	Christian	eschatological	narrative,	where	history	is	understood	as	epochs	of	the	Church	framed	by	particular	conflicts	that	it	had	long	been	able	to	withstand.27	But	Gerhoh	was	concerned	not	
                                                        
Europe	(Burlington,	VT:	Ashgate	Publishing,	2005),	48.	See	also	Gerhoh,	Ex	libro	
contra	duas	hereses	MGH	Ldl	3,	284-88.	25.	Gerhoh,	Ex	libro	de	novitatibus	huius	temporis,	MGH	Ldl	3,	288-304.	26.	Mews,	“Accusations	of	Heresy,”	50.	27.	McGinn,	Visions,	103.	McGinn	points	out	the	influence	of	Tyconian	hermeneutics	on	this	aspect	of	Gerhoh’s	writings.	See	also	Erich	Meuthen,	Kirche	
und	Heilsgeschichte	bei	Gerhoh	von	Reichersberg	(Leiden,	Netherlands:	E.J.	Brill,	1959),	134-35;	Horst	Dieter	Rauh,	Das	Bild	des	Antichrist	Im	Mittelalter:	Von	
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only	about	the	evils	of	the	past,	but	also	how	they	stand	as	a	measure	for	the	evils	of	his	own	day;	a	reflection	of	his	adherence	to	Tyconian	hermeneutics,	in	which	prophesies	about	the	Antichrist	point	to	“the	present	reality	of	sin—the	‘mystery	of	evil’	at	work	in	the	Church—rather	than	the	cataclysms	of	the	end	times	which	will	be	visible	to	all.”28	This	Tyconian	position	shaped	his	historical	conception	of	the	Antichrist	as	the	ever-present	antithesis	of	Christian	good	within	the	world,	but	he	also	stressed	exegetical	interpretation	of	Scripture	that	brought	into	focus	the	evils	perpetrated	by	the	clergy	in	his	day,	such	that	the	age	of	the	Church	in	which	Gerhoh	lived	was	to	be	seen	as	clearly	apocalyptic.29	Thus,	Gerhoh’s	various	letters	and	treatises	concerning	the	Antichrist	in	the	decades	that	both	precede	and	follow	the	
Ludus,	make	for	a	narrative	that	serves	primarily	to	quantify	the	abuses	of	the	clergy	as	a	means	to	call	for	reform	and	adherence	to	more	straight-forward	leadership	from	the	papacy,30	lest	the	Antichrist	continue	to	win	the	battle	of	that	apocalyptic	age.	
                                                        
Tyconius	Zum	Deutschen	Symbolismus	(Münster,	Germany:	Aschendorff,	1973),	428-32.	 28.	Pamela	Bright,	The	Book	of	Rules	of	Tyconius:	Its	Purpose	and	Inner	Logic	(Notre	Dame:	University	of	Notre	Dame	Press,	1988),	10.	29.	Rauh,	Das	Bild	des	Antichrist,	448-51.	See	also	Peter	Classen,	Gerhoch	von	
Reichersberg:	Eine	Biographie	(Wiesbaden,	Germany:	Franz	Steiner,	1960),	215-34.	30.	Mews,	“Accusations	of	Heresy,”	50.	
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	 As	mentioned	above,	Gerhoh	was	not	specifically	referencing	the	Ludus	de	
Antichristo	when	he	criticized	clerical	communities	for	their	theatrical	activities,	but	there	is	no	denying	that	the	Ludus	makes	a	distinct	connection	between	the	embodied	representatives	of	God’s	kingdom	on	Earth	and	the	ways	in	which	their	heretical	and	deceptive	actions	actively	aid	Antichrist’s	campaign.	At	roughly	the	halfway	point	of	the	play,	the	didascaliae	describe	the	entrance	of	the	Hypocrites,	who	“come	with	stealth,	bending	and	bowing	every	which	way	with	an	appearance	of	humility,	trying	to	gain	the	good	will	of	the	laity.”31	Once	these	Hypocrites	have	made	their	way	up	to	the	sedes	of	Jerusalem,	the	instructions	call	for	the	entrance	of	the	titular	character.	After	his	entrance,	Antichrist	clarifies	these	actions	that	just	played	out	with	the	Hypocrites	when	he	speaks	to	the	allegorical	characters	of	Hypocrisy	and	Heresy	saying:	
To	Hypocrisy:	 	 Through	you	I	lay	the	foundation	
To	Heresy:	 	 on	which,	with	you,	I	build	upon.	
To	Hypocrisy:	You	gain	the	good	will	of	the	laity	
To	Heresy:	 While	you	destroy	the	clerks’	theology.32		Hypocrisy	and	Heresy	also	repeat	this	charge	to	Antichrist	only	a	few	lines	later	to	reiterate	the	specificity	of	their	task.		While	it	is	clear	that	the	play	portrays	Antichrist	as	having	come	to	deceive	both	the	laity	and	the	clergy,	the	Ludus	does	not	appear	to	be	explicit	about	the	
                                                        31.	Symes,	Antichrist,	15;	BSb	Clm	19411,	fol.	4v,	col.	c,	“Procedant	ypocritę	sub	silentio.	Et	specie	humilitatis	inclinantes	cicumquaque	et	captantes	fauorem	laicorum…”	32.	Symes,	Antichrist,	ll.	163-6,	15.	
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identity	of	the	Hypocrites.	Yet	when	placed	in	conversation	with	Gerhoh’s	near-contemporary	criticism	on	clerical	abuses	involving	representations	of	the	Antichrist,	the	Ludus	de	Antichrtiso	may	be	anticipating	that	critique	by	implicating	worldly	clerical	behavior	as	aligned	with	Antichrist	and	his	ambitions.	The	Ludus	envisions	the	Hypocrites	as	a	representing	these	clerical	abuses	through	specific	actions	(entering	with	stealth)	and	gestures	(bending	and	bowing)	adopted	for	a	specific	intent	(to	win	over	the	laity).	Furthermore,	the	play’s	critical	treatment	of	the	pope	as	a	character	without	voice	and	agency	suggests	the	ultimate	triumph	of	those	clerical	hypocrites	who	have	brought	about	the	advent	of	Antichrist.	Indeed,	a	flurry	of	documents	produced	during	this	period	suggests	that	both	clerical	and	monastic	abuses	once	again	became	central	to	debates	over	European	authority—a	vestige	of	the	Investiture	Controversy	re-ignited	by	renewed	tensions	between	the	Empire	and	the	Papacy,	and	within	the	Church	itself.	Moreover,	the	play’s	instruction	that	the	Hypocrites	“come	with	stealth,	bending	and	bowing	every	which	way”	as	a	means	to	gain	the	trust	of	“the	laity”	likely	includes	the	ritual	habits	of	silence,	supplication,	and	nonverbal	communication	used	by	certain	monastic	communities—especially	those	Cluniac	houses	most	closely	aligned	with	Papal	reform	efforts.	The	fact	that	these	gestures	were	meant	to	sway	the	audience	points	to	a	recognizable	system	of	nonverbal	signs	which	those	in	attendance	would	have	widely	understood.	For	regardless	of	whether	the	Ludus	was	performed	solely	for	the	monastic	community	at	Tegernsee	or	for	a	more	diverse	and	secular	audience,	including	Emperor	Frederick	himself,	it	is	clear	that	the	gestures	of	the	Hypocrites	were	
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intended	to	elicit	a	certain	response	from	the	audience,	one	that	depended	on	their	recognition	of	those	gestures.	The	play	thus	borrows	elements	from	“a	common	stage”	of	well-recognized	rituals	rich	with	meaning.	The	rituals	of	monastic	life	expressing	supplication	and	piety,	and	publicly	invoking	the	acceptance	of	established	hierarchies,	were	similar	to	those	performed	by	secular	rulers	when	publicly	seeking	forgiveness	for	particular	wrongs,	as	well	as	those	gestures	appropriate	to	courtly	ritual	and	behavior.33	Such	rituals,	deeply	familiar	both	to	the	audience	and	to	monks	monastery	of	Tegernsee—which	acknowledged	the	suzerainty	of	Imperial	authority34—likely	served	as	the	inspiration	for	the	exaggerated	actions	of	the	Hypocrites.	Indeed,	these	actions	and	gestures	may	even	have	been	drawn	from	a	specific	source.	For	example,	Scott	G.	Bruce	has	shown	that	the	monastery	of	Cluny	had	developed	an	extremely	sophisticated	system	of	sign	language	that	was	employed	to	maintain	the	spiritual	discipline	of	silence	but	that	could	also	function	as	a	secret	symbolic	code.	By	the	twelfth	century,	Cluny’s	influence	led	the	adoption	of	its	sign	language	system	by	allied	communities	like	the	former	Benedictine	abbey	of	Hirsau	in	the	northern	Black	Forest,	which	was	strongly	influenced	by	Cluny.35	The	special	
                                                        33.	Geoffrey	Koziol,	Begging	Pardon	and	Favor,	181-213.	34.	MGH	DD	O	II,	219-20.	35.	Scott	G.	Bruce,	Silence	and	Sign	Language	in	Medieval	Monasticism:	The	
Cluniac	Tradition,	c.	900-1200	(Cambridge:	Cambridge	University	Press,	2007),	100-1.	The	reach	of	Cluny’s	influence	into	the	German	lands	is	detailed	in	H.E.J.	Cowdrey,	
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status	of	Cluny	as	a	monastery	under	the	direct	supervision	of	the	Holy	See	adds	another	potential	layer	of	meaning	to	the	Ludus	as	a	document/performance	that	placed	itself	in	opposition	to	any	community	aligned	with	Papal	interests.36	Since	the	early	part	of	the	eleventh	century,	Cluny	had	enjoyed	the	status	of	libertas	
Romana,	which	freed	the	monastic	community	from	the	oversight	of	secular	lordship.37	But	under	the	papacy	of	Gregory	VII	in	the	late	eleventh	century,	this	status	was	challenged	by	other	institutions	and	individuals	within	the	Church,	particularly	the	bishops	of	Mâcon,	who	desired	to	assert	control	over	Cluny.38	This	challenge	to	papal	authority	came	at	precisely	the	time	when	Gregory	VII	was	embattled	with	Emperor	Henry	IV	at	the	height	of	the	Investiture	Controversy.39	Thus	the	Cluniac	sign	system	served	not	only	as	a	general	signifier	of	monastic	piety,	
                                                        
The	Cluniacs	and	the	Gregorian	Reform	(Oxford:	Oxford	University	Press,	1970),	191-213.	 36.	Bruce,	Silence	and	Sign	Language,	100.	Cluny	received	this	protection	during	the	Papacy	of	Benedict	VIII	(r.	1012-1024)	due	largely,	as	Bruce	explains,	to	the	monastery’s	standing	as	a	cultural	and	spiritual	center,	born	from	the	widespread	use	of	its	sign	system.	37.	Cowdrey,	The	Cluniacs,	4	38.	Cowdrey,	The	Cluniacs,	44-57.	39.	The	implementation	of	propaganda	of	all	types,	pamphlets	to	performance,	is	discussed	briefly	in	Oliver	Thomson,	Easily	Led:	A	History	of	
Propaganda	(Thrupp,	UK:	Sutton,	1999),	133-34.	
 
 
37 
but	as	a	symbol	of	papal	interference	in	affairs	and	lordship	of	the	Empire.	In	the	renewed	heat	of	Frederick’s	conflict	with	the	papacy,	the	“humble”	appearance	and	gestures	of	the	Hypocrites	in	the	Ludus	could	well	have	evoked	the	secret	sign	system	of	Cluny	and	that	abbey’s	nefarious	political	influence.	So,	while	there	is	no	evidence	that	Gerhoh	knew	of	the	Tegernsee	Ludus	de	
Antichristo	or,	if	he	did,	was	directly	referencing	it	in	his	treatise,	these	two	documents	and	their	authors	are	both	utilizing	widely-understood	gestures,	actions,	and	behavior	to	critique	the	extent	to	which	worldly	influences	had	infiltrated	holy	spaces,	with	Gerhoh	attacking	clerical	abuses	and	the	Ludus	suggesting	that	these	abuses	also	extend	to	rival	monasteries	allied	with	the	papacy.	Both	weave	performative	imagery	into	their	narratives	in	order	to	promote	their	aims	on	the	larger	stage	of	European	debates	over	spiritual	reforms	and	secular	authority.	Both	participate	in	a	public	sphere	in	which	propagandistic	discourse	plays	a	significant	role	in	positioning	oneself	(as	in	the	case	of	De	investigatione)	or	one’s	institution	(as	in	the	case	of	the	Ludus)	as	a	contributor	to	an	argument	over	the	sources	and	perpetrators	of	corruption	within	the	Church.40	The	Ludus	makes	the	case	that	these	
                                                        40.	For	the	function	of	propagandistic	discourse	within	public	sphere	figuration	see	Melve,	Inventing	the	Public	Sphere,	17-22.	Propaganda,	widely	defined	here	as	discourse,	is	understood	through	the	embodiment	of	art,	performance,	ritual,	and	other	public	mediums	in	the	Middle	Ages.	See	Oliver	Thomson,	Mass	
Persuasion	in	History:	An	Historical	Analysis	of	the	Development	of	Propaganda	
Techniques	(Edinburgh:	Paul	Harris	Publishing,	1977),	67-75;	Bernd	Thum,	
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abuses	stem	from	the	corruption	at	the	very	top	of	the	clerical	hierarchy	and	implicate	certain	monastic	communities.	But	the	play	also	clarifies	that	not	all	ritual	behavior	and	gestures	of	supplication	are	negative:	only	those	of	the	Hypocrites,	who—like	the	monks	of	Cluny—use	their	symbolic	language	to	deceive.	The	gestures	and	actions	of	the	Hypocrites	are	recognizable	as	evil	and	corrupt	because,	in	the	scenes	preceding	the	entrance	of	Hypocrites,	the	play	provides	examples	of	appropriate	courtly	behaviors	and	gestures	through	the	dignified	performances	of	the	imperial	emissaries.	Thus,	the	narrative	also	fulfills	the	pedagogical	approaches	of	the	imperial	monastery.	Indeed,	the	speeches	of	the	imperial	ambassadors	begin	with	a	traditional	ovation	to	the	recipient,	known	as	captatio	benevolentiae,41	while	the	speeches	of	Antichrist’s	ambassadors	begin	by	praising	the	sender	and	culminating	in	a	threat.	After	his	
                                                        “Öffentlichkeit	und	Kommunikation	im	Mittelalter.	Zur	Herstellung	von	Öffentlichkeit	im	Bezugsfeld	elementrarer	Kommunikationsformen	im	13.	Jahrhundert,”	in	Höfische	Repräsentation:	Das	Zeremoniell	und	die	Zeichen	(Tübingen,	Germany:	Max	Niemeyer	Verlag,	1990),	78-82;	and	Philip	M.	Taylor,	
Munitions	of	the	Mind:	A	History	of	Propaganda,	3rd	edition	(Manchester,	UK:	Manchester	University	Press,	2003),	51-84.	41.	This	is	a	well-known	and	widely	taught	aspect	of	Classical	rhetoric	and	oratory;	see	Bruce	Winter,	“The	Importance	of	the	‘captatio	benevolentiae’	in	the	Speeches	of	Tertullus	and	Paul	in	Acts	24:1-21,”	in	The	Jounral	of	Theological	Studies	42.1	(October	1991):	505-31.	
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ascension	to	the	temple	in	Jerusalem,	Antichrist	sends	the	Hypocrites	out	to	the	allegorical	representations	of	each	nation	they	where	they	announce:	Greetings,	king,	we	bear	to	you		 from	our	esteemed	savior,	he	who	redeemed	our	own	kingdom	–			 the	whole	globe’s	governor;	the	one	who,	as	the	Scriptures	say,		 was	promised	to	the	world,	who	has	descended	from	on	high		 sent	by	the	Father’s	word.	He	evermore	remaining	there,		 in	his	divinity,	invites	us	all	to	life	in	him		 through	his	munifency.	He	wishes	everyone	on	earth		 his	godhead	to	proclaim;	in	fact,	he	orders	all	the	world		 to	venerate	his	name.	But	if	with	this	new	edict’s	terms		 you	don’t	choose	to	comply,	upon	the	edge	of	his	sharp	sword		 you	should	prepare	to	die.42		This	formal	speech	is	repeated,	with	minor	variations,	each	time	the	Hypocrites	approach	the	various	rulers	and	their	dominions.	To	an	extent,	these	speeches	mirror	those	made	earlier	in	the	play	by	the	imperial	ambassadors	sent	forth	to	the	same	representative	powers:	All	hail,	king,	from	the	Romans’	Emperor!	He	greets	the	King	of	Franks	with	great	favor!	
                                                        42.	Symes,	Antichrist,	ll.	195-200,	17-18,	especially	n.	8.	Symes	attributes	this	particular	section	to	the	Ambassadors	of	Antichrist	as	they	are	mentioned	in	the	
didascaliae	shortly	before	this	speech	is	given.	Later,	the	Hypocrites,	following	the	same	pattern	mentioned	earlier	with	the	Ambassadors,	also	give	this	speech.	Along	with	Symes,	it	is	my	assertion	that	the	Hypocrites	also	serve	as	the	Ambassadors.	
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Because	in	all	discretion		 we	know	you	to	be	wise,	so	now	our	jurisdiction	you	ought	to	recognize.	The	law	to	which,	in	former	times,		 your	ancestors	adhered	is	still	imperial,	sublime,		 and	ever	to	be	feared.	To	do	his	service	willingly		 we	hereby	you	invite,	and	to	do	so	speedily		 we	eagerly	incite.43		In	this	way,	the	Ludus	appropriates	diplomatic	rhetoric	into	the	narrative	of	the	play	through	the	patterned	speeches	of	both	sets	of	characters.	The	emphasis	of	the	play	centers	on	familiarity	with	the	rituals	and	conventions	of	court	and	especially	of	the	
ars	dictaminis—imbuing	these	speeches	with	expectations	clear	to	a	medieval	audience:	win	the	favorability	of	the	listener.44	The	author	constructs	a	plot	dependent	on	real-world	social	interaction	with	an	expectation	that	the	reader	is	to	interpret	the	success	of	these	speeches	through	performance.	The	distinction	here	concerns	the	importance	of	the	narrative	modes	employed	by	the	play’s	author	and	the	expectations	placed	upon	the	reader/performer.	The	text	of	the	Ludus	is	particularly	and	purposefully	instructive,	yet	it	lacks	didascaliae	that	would	inform	the	reader	or	performer	as	to	what	is	done	when	the	ambassadors	deliver	these	words	to	their	respective	rulers.	It	is	likely	that	the	didascaliae	in	the	second	half	of	the	play	point	to	monastic	figures,	distinguished	
                                                        43.	Symes,	Antichrist,	ll.	75-80,	6.	44.	See	Charles	Bazerman,	“Textual	Performance:	Where	the	Action	at	a	Distance	Is,”	in	JAC	23.2	(2003):	379-96,	especially	382-3.	
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by	their	acts	of	hypocrisy,	who	act	as	ambassadors	for	Antichrist.	The	didascaliae	thus	distinguish	the	Hypocrites	from	the	Imperial	Ambassadors	in	the	first	half	of	the	play,	as	does	the	specific	language	used	in	their	speeches.	But	the	act	of	delivering	the	speech	is	not	accompanied	by	instruction.	This	is	a	distinct	deviation	from	the	play’s	reliance	on	the	diegetic	narrative	form,	which	maintains	authorial	control	of	the	narrative.	Furthermore,	the	mimetic	narrative	of	the	ambassadors	is	equally	lacking	in	specificity	as	to	the	act	of	performance.	The	characters	themselves	do	not	tell	us	what	they	are	doing	in	these	moments.	Instead,	what	occurs	is	a	“narrative	jump”	from	the	mimetic	and	diegetic	modes	of	the	written	text	to	the	performed	ritual	and	codified	systems	of	court	behavior.	In	these	instances,	the	narrative	of	the	Ludus	relies	on	the	narrative	of	public	ritual	and	presentation,	rife	with	symbolism	and	meaning.	In	envisioning	the	actions	of	the	ambassadors,	both	Imperial	and	hypocritical,	there	is	an	implicit	understanding	regarding	the	procedures	of	court,	and	the	Ludus	relies	on	a	wider	recognition	of	these	procedures	in	order	to	fill	in	the	narrative	gaps.	The	language	in	the	example	provided	above	is	forceful,	demanding,	and	a	display	of	power.	The	hypocritical	figures	sent	by	the	Antichrist	make	it	clear	that	they	are	not	there	to	bargain.	But	the	language	acts	as	a	signifier	for	a	far	more	powerful	contrasting	device	than	what	is	recorded	in	the	manuscript.	The	mimetic	narrative	captured	in	the	manuscript—the	language	used	by	the	ambassadors—exists	alongside	a	corresponding	knowledge	of	the	public	practices	of	court.	Improper	actions	or	speech	while	in	the	midst	of	court	is	captured	in	the	text	and	reified	in	performance	through	the	mimetic	act	of	an	evil	minister.	The	Ludus	provides	all	the	necessary	
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information	needed	to	“see”	or	imagine	the	manipulation	of	proper	court	behavior.	
Didascaliae	are	unnecessary	here,	then,	due	to	the	well-understood	rituals	of	courtly	address	shared	by	all	participants	in	the	play.	The	contrast	between	the	proper	speech	of	the	Imperial	ambassadors	against	the	speech	of	the	Hypocrites	signifies	mimetic	acts	that	are	apparent	to	a	twelfth-century	reader	and	firmly	situate	the	
Ludus	as	a	pro-Imperial	document.	Thus,	the	play	only	employs	the	diegetic	narrative	to	deviate	from	common	and	well-understood	public	practices.	Not	unlike	the	work	of	early	modern	playwrights	(i.e.	Shakespeare),	the	mimetic	narrative	gives	all	the	clues	necessary	to	the	actor	for	playing	his	part	due	in	large	part	to	common	practices	and	rituals	that	are	widely	recognized	through	the	language.	Even	when	the	diegetic	narrative	is	needed	to	explain	a	deviation	from	a	well-known	practice,	as	is	the	case	when	the	Hypocrites	first	enter,	there	still	remains	a	common	template	for	which	these	actions	are	representative.	The	means	by	which	the	Ludus,	and	contemporary	documents	like	those	of	Gerhoh,	construct	their	narratives	relies	on	practices	and	rituals	known	to	more	than	just	small	monastic	communities,	like	Tegernsee.	The	
Ludus	is	clearly	a	document	connected	to	a	larger	cultural	milieu	and	actively	engaging	with	it	as	well.		As	a	document,	the	Ludus	de	Antichristo	shows	a	deft	understanding	of	a	public	sphere	largely	constructed	around	texts	that	frame	their	arguments	within	the	bounds	of	Biblical	symbolism.	Within	its	dramatic	narrative,	the	play	clearly	implicates	certain	monastic	figures	(i.e.	the	Cluniacs	rather	than	the	Benedictines	at	Tegernsee)	as	agents	of	Antichrist,	aiding	his	unholy	ambition	to	subdue	the	world	
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and	declare	himself	the	true	Christ.	The	message	carried	in	that	particular	moment	of	the	play	contains	the	necessary	signifiers	not	only	within	its	text	but	also	as	part	the	performance	it	envisions.	As	mentioned	above,	this	mimetic	narrative	is	constructed	through	performance	and/or	through	the	recognition	of	the	author’s	signifiers	visualized	in	the	mind	of	the	reader	or	even	made	apparent	in	a	staged	performance	(e.g.	costuming	that	ties	the	identity	of	the	Hypocrites	to	Cluniac	monks);	and	the	play	ties	that	narrative	to	the	political	debate	structuring	the	public	sphere	in	the	middle	twelfth-century.	The	allusions	to	ritual	performances	of	court	and	Church	provide	even	greater	layers	of	symbolic	meaning	and	contemporaneous	signification	within	its	mimetic	narrative.	Thus,	as	both	a	document	and	as	a	performance,	the	Ludus	presents	a	narrative	that	ties	the	topical	political	issues	of	its	day	to	eschatological	and	Biblical	symbolism.	The	character	of	Apostolicus	provides	a	particularly	strong	example	of	the	author’s	broader	political	understanding.	Embodying	church	hierarchy	in	both	the	diegetic	and	mimetic	narrative	modes,	this	character	is	not	only	representative	of	a	silent	and	ineffective	pope	but	stands	as	a	critique	of	his	jurisdictional	powers,	which	stems	from	Petrine	authority.	The	title	of	apostolicus	was,	as	early	as	the	fifth	century,	used	to	denote	a	bishop	within	the	Roman	Catholic	Church.45	By	the	
                                                        45.	Michael	Wilks,	“Apostolicus	and	the	Bishop	of	Rome,”	in	The	Journal	of	
Theological	Studies	14.2	(October	1963):	314-318.	Wilks	quotes	the	growth	of	the	formula	“Dominus	sanctus	et	apostolica	sede	dignissimus	episcopus”	as	used	by	
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emergence	of	the	Frankish	kingdom	in	the	latter	part	of	the	eighth	century,	the	designation	appears	to	have	been	indicative	of	episcopal	hierarchy	and	ministerial	authority—as	attested	to	by	a	ninth-century	edition	of	the	Ordo	romanus	primus	(which	contains	the	rubrics	of	many	important	liturgies)	maintained	by	the	monks	of	St.	Gallen.46	Thus,	the	title	apostolicus	was	indicative	of	an	a	bishop’s	earthly	authority	while	the	title	of	episcopus	stood	to	represent	his	spiritual	authority.	The	Pope,	within	his	capacity	as	successor	apostolorum,	was	the	direct	recipient	of	jurisdictional	authority	given	to	Peter	from	Christ,	and	it	was	only	through	the	Pope	that	this	authority	was	conferred	to	other	bishops—thereby	designating	the	Pope	as	
                                                        various	early	medieval	sources	including	Marculf,	Venantius	Fortunatus,	Alcuin,	etc.;	see	314,	n.	3.	46.	St.	Gallen	Stiftsbibliothek,	MS	614	(G)	is	considered	to	be	an	authoritative	witness	to	earlier	versions	of	Ordo	romanus	primus	(OR	I).	For	a	translation	of	OR	I	see	John	F.	Romano,	Liturgy	and	Society	in	Early	Medieval	Rome	(New	York,	Ashgate,	2014),	229-48.	Note	that	Romano’s	translation	of	OR	I:6	leaves	“apostolicus”	to	designate	the	Pope’s	daily	processionals	as	indicators	of	when	certain	actions	are	to	be	performed	by	subordinate	bishops	and	clerics;	see	pages	250-1	for	a	textual	analysis	and	history	of	the	term	“apostolicus”	in	this	context	as	well	as	its	appearance	in	the	Liber	Pontificalis	as	early	as	the	seventh	century.	See	also	Ordo	
Romanus	Primus,	vol.	I,	ed.	Vernon	Staley	(London:	De	La	More	Press,	1905)	for	the	textual	history	and	other	information	regarding	OR	I.	
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dominus	apostolicus.47	This	authority,	appointed	from	Christ	to	Peter	to	the	succession	of	the	Bishops	of	Rome,	is	strictly	temporal	and		bestows		a	Petrine	sovereignty	equal,	if	not	greater,	to	all	other	lay	powers.48	As	indicated	by	the	character’s	name,	the	Ludus	is	particularly	concerned	with	this	jurisdictional	authority	in	relation	to	Christian	rulers	like	Frederick.	The	diegetic	signification	of	including	a	character	by	the	title	of	Apostolicus	in	the	play	points	directly	to	the	well-formed	concept	of	Papal	authority	in	jurisdictional	matters	within	Christendom.	Less	than	a	century	earlier,	Pope	Gregory	VII	(in	forging	a	peace	with	a	force	of	invading	Normans),	asserted	that	his	role	as	
apostolicus	was	to	be	recognized	as	an	imperial	status	given	to	Peter	from	God	and	
                                                        47.	Wilks,	“Apostolicus,”	312,	319,	and	321-22.	Wilks	discusses	the	hierarchy	of	jurisdictional	authority	of	the	Pope	over	all	other	bishops	as	distinct	from	that	of	his	spiritual	authority,	particularly	as	outlined	in	his	analysis	of	the	tenth-century	
Registrum	Gregorii	(319,	n.	1).	Also,	Romano	“Ritual	and	Society	in	Early	Medieval	Rome,”	(Harvard	University:	unpublished	dissertation,	2007),	397	notes	the	scribal	change	from	“domnus”	to	“domnus	apostolicus”	in	the	St.	Gallen	OR	I:36.	48.	Walter	Ullmann,	The	Growth	of	Papal	Government	in	the	Middle	Ages:	A	
Study	in	the	Ideological	Relation	of	Clerical	to	Lay	Power	(London:	Bradford	&	Dickens,	1962),	97-98	explores	the	example	of	Charlemagne’s	crowning	by	Pope	Leo	III	in	the	light	of	Papal	jurisdiction	to	crown	an	Earthly	ruler,	and	also	the	authority	to	intercede	on	behalf	of	divine	will	in	the	designation	of	the	lay	protector	of	God’s	Church.	
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handed	down	in	Petrine	apostolic	succession	when	he	wrote,	“the	Blessed	Peter,	who	[the	Normans]	desire	to	also	have	as	leader	and	emperor	after	God.”49	Gregory’s	interpretation	of	his	status	as	dominus	apostolicus	put	him	into	direct	conflict	with	the	German	emperors	during	the	latter	part	of	the	eleventh	century	and	ignited	the	longstanding	tensions	between	the	Imperial	throne	and	the	Papal	See	into	the	so-called	Investiture	Controversy.50	Gregory	and	his	supporters	produced	a	flurry	of	documents	that	conceived	of	a	legal	dominion,	the	societas	
                                                        49.	Gregory	VII,	Registrum,	MGH	Epp.	sel.	III.15,	276-77.	In	dealing	with	the	Normans,	Gregory	writes	in	1076	to	Lord	Wifred	of	Milan,	“Scias	igitur	Normannos	verba	componende	pacis	nobiscum	habere,	quam	libentissime	iam	fecissent	et	beato	Petro,	quem	solummodo	dominum	et	imperatorem	post	Deum	habere	desiderant,	humiliter	satisfecissent,	si	voluntati	eorum	in	quibusdam	annueremus.”	See	also,	
Registrum	I.19,	II.40.	For	more	on	Gregory’s	view	of	Petrine	right	and	succession	see	Thomas	Bisson,	The	Crisis	of	the	Twelfth	Century	(Princeton,	NJ:	Princeton	University	Press,	2009),	88-91;	and	Wilks,	“Apostolicus,”	312,	n.	8.	50.	The	right	of	the	Pope	to	crown	the	Emperor	and	the	authority	from	which	he	is	able	to	bestow	this	designation	began	when	Pope	Stephen	IV	crowned	Louis	I,	called	“the	Pious,”	in	816	with	the	crown	of	Constantine.	This	crown	and	the	rites	of	coronation	were	seen	as	subservient	to	apostolic	authority.	See	Ullmann,	The	
Growth	of	Papal	Government,	143-45;	and	Wilks,	“Apostolicus,”	311-13.	
 
 
47 
christiana,	under	which	the	Pope	has	utmost	jurisdictional	authority;51	and	his	successors,	notably	Popes	Urban	II	and	Paschal	II,52	continued	to	build	upon	these	reforms	into	the	twelfth	century.53	In	one	particular	example,	the	Liber	pontificalis	records	that,	upon	his	visit	to	Rome	in	1111,	Paschal	publicly	greeted	Emperor	Henry	V	by	stating,	“Henry,	whom	St.	Peter	has	elected	king.”54	Despite	the	agreements	reached	between	Emperor	Henry	V	and	Pope	Calixtus	II	at	the	Concordat	of	Worms	in	1122	on	matters	related	to	lay	and	sacerdotal	authority,	the	
                                                        51.	Ullmann,	The	Growth	of	Papal	Government,	262-381,	especially	chapter	XI:	Juristic	Theology.		52.	Although	it	could	be	argued	that	the	apostolic	authority	exercised	by	Paschal	in	excommunicating	Henry	was	actually	pressure	from	papal	legates	lead	by	Guy	of	Burgundy,	the	future	Pope	Calixtus	II,	Paschal’s	papacy	is	largely	seen	as	a	continuation	of	Gregorian	reforms;	see	Mary	Stroll,	Calixtus	the	Second,	1119-1124	(Leiden,	The	Netherlands:	Koninklijke	Brill,	2004),	12-33.	53.	In	Bavaria,	the	Benedictine	monk,	Ekkehard	of	Aura	continued	the	work	on	the	Chronicon	universale,	began	by	Frutolf	of	Michelsberg.	As	a	strong	supporter	of	the	Papal	See,	he	used	the	title	of	dominus	apostolicus	extensively	throughout	his	documentation	regarding	the	tensions	between	the	Emperor	and	the	Papacy	in	the	early	part	of	the	twelfth	century.	See	Ekkehard	of	Aura,	Ekkehardi	Uraugiensis	
Chronica,	MGH	SS	6,	1-267.	54.	Liber	pontificalis,	vol.	II,	Louis	Marie	Olivier	Duchesne,	ed.	(Paris:	Ernest	Thorin,	1892),	300:	“Heinricum	regem	sanctus	Petrus	elegit.”	
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jurisdictional	struggles—and	thus	the	interpretation	of	the	Pope’s	role	as	
apostolicus–continued	between	the	Papal	See	and	the	Empire	well	into	Frederick’s	reign.	 Overall,	the	inclusion	of	the	character	of	Apostolicus	is	a	decisive	narrative	maneuver	that	scholars	have	interpreted	as	a	representation	of	the	pope	as	an	ineffectual	figure,	incapable	of	action	in	the	certain	and	approaching	matters	of	eschatological	significance.55	As	a	character	in	the	diegetic	narrative	of	the	play,	specifically,	he	is	marginal	and	lacks	any	self-initiated	action.	He	is	only	mentioned	three	times	in	the	play	and	never	outside	of	the	didascaliae,	thus	leaving	his	agency	solely	in	the	hands	of	the	play’s	author.	In	the	first	instance,	he	is	instructed	to	enter	behind	the	character	of	Ecclesia	and	her	escorts,	Mercy	and	Justice:	“Following	after	them:	Apostolicus,	on	the	right	with	clergy,	and	the	Roman	Emperor	on	the	left	with	his	men-at-arms.”56	A	short	time	later,	after	Ecclesia	sings	the	Alto	consilio,	the	play	commands	that,	“Ecclesia	will	then	ascend	her	throne,	with	Apostolicus	and	the	clergy,	while	the	Emperor	and	his	men-at-arms	ascend	theirs.”57	Finally,	after	the	Antichrist	has	deceived	the	King	of	Jerusalem	and	taken	control	of	his	sedes,	the	
                                                        55.	See	Chambers,	Mediaeval	Stage	vol.	II,	64	and	Young,	Drama	of	the	
Medieval	Church	vol.	II,	392.	56.	Symes,	Antichrist,	2.	57.	Symes,	Antichrist,	5.	
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didascaliae	explain	that,	“Ecclesia	(who	had	remained	there)	is	subjected	to	many	insults	and	beatings	and	will	retreat	to	the	seat	of	Apostolicus.”58	But	while	the	didascaliae	leave	Apostolicus	to	the	margins	of	the	narrative,	and	provide	him	little	influence	upon	the	dramatic	action,	the	diegetic	narrative	mode	does	not	necessarily	paint	a	critical	or	negative	picture	of	the	character	by	itself.	Initially,	the	play	places	Apostolicus	on	a	level	field	with	the	Emperor.	With	the	instruction	for	both	characters	to	enter	behind	Ecclesia	and	her	escorts,	the	
Ludus	clearly	identifies	him	within	a	two-fold	structure	of	Christendom	as	embodied	by	lay	authority	(the	Emperor)	and	clerical	authority	(Apostolicus).	Although	it	is	difficult	to	interpret	whether	the	author	of	the	Ludus	provides	a	sedes	for	Apostolicus	that	is	distinct	from	that	of	the	Emperor,	59	the	command	that	he	ascend	to	a	throne	that	is	distinct	from	any	other	character	clarifies	that	there	is	a	specific	location	from	which	he	is	to	view	the	action	of	the	play	and	from	which	he	is	also	to	be	seen	by	an	audience.	It	is	possible	that	Apostolicus	and	the	Emperor	shared	the	same	sedes	but	were	seated	in	two	different	thrones,	an	image	not	unlike	the	manuscript	illumination	showing	the	seventh-century	King	Dagobert	I	investing	St.	Omer	with	his	office	as	Bishop	of	Terouenne	created	at	the	monastery	at	St.	Omer	in	
                                                        58.	Symes,	Antichrist,	17.	59.	The	didascaliae	instruct	that	after	Ecclesia	has	sung	the	Alto	consilio,	“Ascendit	autem	ipsa	cum	apostolico	et	clero;”	in	Vollmann-Profe,	Ludus	de	
Antichristo,	5,	fol.	3a.	
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the	eleventh	century.60	Most	strikingly,	the	character	name	is	clearly	taken	directly	from	a	long	history	of	documenting	Papal	jurisdictional	authority	as	a	construction	of	Petrine	right—a	fact	that	would	only	be	known	to	those	that	experience	the	play	in	its	written	form	as	the	character’s	name	is	never	actually	spoken.61	Indeed,	if	the	play	is	designed	to	actively	critique	the	Papacy	publicly,	the	diegetic	narrative	provides	little	to	support	this.	Therefore,	it	is	important	to	note	that	a	documentary	analysis	of	the	Ludus	must	answer	the	question	as	to	why	there	is	a	lack	of	mimetic	narrative	for	this	character,	constraining	him	solely	to	the	diegetic	narrative	construction.	After	all,	the	use	of	apotolicus,	as	it	was	historically	constructed,	suggests	that	the	author	imbued	this	character	with	the	same	jurisdictional	authority	his	counterparts	display	in	the	play’s	narrative.	In	other	words,	Apostolicus	is	a	direct	reference	to	the	contemporaneous	Pope	Alexander	in	the	same	way	that	the	designation	of	the	character	name	of	Emperor	refers	to	Frederick;	and,	therefore,	this	character	is	not	functioning	as	an	allegorical	figure	like	Ecclesia,	Mercy,	or	others.	But	because	there	is	no	mimetic	narrative	for	the	character	in	the	rubrics	of	the	play,	the	lack	of	direct	speech	marginalizes	Apostolicus	as	being	outside	of	the	rhetorical	conventions	used	in	in	the	diplomatic	discourse	of	the	major	characters	as	they	interact	with	one	
                                                        60.	Recueil	de	vies	de	saints,	Bibliothèque	d’agglomération	de	Saint-Omer,	MS	698,	fol.	7v.	61.	More	will	be	said	about	the	sedes	and	how	their	locations	within	the	performance	space	indicate	their	geo-political	significance	in	Chapter	Four.		
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another.	Apostolicus	has	no	agency	to	act	upon	the	narrative	of	the	play	as	it	works	to	construct	a	speech-map	representative	of	the	communication	network	containing	the	important	figures	and	locations	to	the	world	of	the	Tegernsee	monastery	in	the	twelfth	century	(and	discussed	in	more	detail	in	Chapter	Two).	From	a	narratological	perspective,	Apostolicus’	existence	in	the	margins	of	the	story,	both	diegetically	and	mimetically,	removes	him	from	the	center	of	discourse	and	clearly	renegotiates,	both	through	his	title	and	his	actions,	the	signification	of	apostolicus	as	a	means	of	agency	regarding	urgently	approaching	eschatological	matters.62	Diegetically,	he	maintains	some	position	in	relation	to	matters	of	importance,	yet	mimetically	he	is	stripped	of	significance	as	the	plot	unfolds.	This	purposeful	construction	of	the	Tegernsee	author	points	to	a	greater	social-political	structure	constructed	through	(in)visibility	and	discourse	(or	silence).	The	narrative	modes	assigned	to	Apostolicus	work	in	tandem	as	a	reflection	of	the	author’s	sense	of	Tegernsee’s	and/or	his	placement	within	the	social-political	structures	of	the	twelfth-century	world.63	The	narrative	construction	
                                                        62.	Herman,	Story	Logic,	178-79	discusses	the	process	of	discourse	as	a	negotiation	of	narrative	models.	See	also	Michael	Bamberg,	“Narrative	Discourse	and	Identities,”	in	Narratology	Beyond	Literary	Criticism,	eds.	Jan	Christoph	Meister,	Tom	Kindt,	and	Wilhelm	Schernus	(Berlin:	Walter	de	Gruyter,	2005),	217-18.	63.	This	construction	of	narrative	as	a	product	of	self-identification	within	sociocultural	Discourses	is	briefly	unpacked	in	Alexandra	Georgakopoulou,	“Small	and	Large	Identities	in	Narrative	(Inter)Action,”	in	Discourse	and	Identity	
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of	Apostolicus	reflects	three	key	claims:	(1)	that	the	pope	was	not	considered	a	vital	or	necessary	figure	in	diplomatic	interactions	among	the	centers	of	power	in	the	medieval	world,	especially	as	those	matters	pertained	to	Christian	eschatology;	(2)	that	this	marginalization	was	intended	to	be	visualized	through	his	inclusion	in	the	
didascaliae	but	coupled	with	an	exclusion	of	his	voice	or	action;	and	(3)	the	author’s	decision	to	name	the	character	Apostolicus	points	to	the	tradition	of	invoking	Petrine	sovereignty	as	an	extension	of	papal	authority,	particularly	as	employed	by	Gregory	VII	during	the	Investiture	Controversy.	The	Ludus,	therefore,	clearly	identifies	Tegernsee	as	an	Imperial	abbey	siding	with	the	Emperor	in	his	conflicts	with	the	pope,	whose	role	and	agency	in	Christendom	are	both	implicitly	and	explicitly	performed	as	marginal	to	the	narrative	of	Christian	eschatology.	
Narrative	Formation	and	Publicity	The	use	of	the	Hypocrites	and	the	inclusion	of	the	character	of	Apostolicus	in	the	Ludus	are	reflective	of	the	author’s	desire	to	negotiate	his	and	Tegernsee’s	identity	within	the	larger	ongoing	narrative	of	Imperial-Papal	conflict	playing	out	in	diplomatic	documents,	letters,	sermons,	vitae,	and	other	dramatic	texts	produced	across	twelfth-century	Europe.	Indeed,	the	Tegernsee	author	presents	a	work	that	is	intensely	topical,	keenly	aware	of	the	power	of	performance,	and	which	builds	upon,	criticizes,	or	repositions	historical	arguments	and	the	media	by	which	those	
                                                        (Cambridge:	Cambridge	University	Press,	2006),	84-86.	See	also	Anthony	Paul	Kerby,	Narrative	and	the	Self	(Bloomington,	IN:	Indiana	University	Press,	1991),	32-64.	
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arguments	inform	this	public	debate.	The	narrative	modes	employed	to	formulate	portions	of	the	plot	structure	in	the	Ludus	for	the	Hypocrites	and	Apostolicus	reveal	how	dramatic	structure	and	dramatic	action	are	understood	by	its	twelfth-century	author.	As	described	above,	they	delineate	the	contested	site	of	the	religious	figure	(and	his	embodiment),	the	foundations	of	this	debate	in	the	ongoing	Investiture	Controversy,	and	the	representative	practices	used	to	counter	opposing	arguments	across	the	European	continent.64	The	inclusion	of	religious	figures	in	an	adaptation	of	Adso’s	antichrist	narrative	points	to	meanings	and	intentions	that	lie	beyond	the	Tegernsee	monastery	in	the	twelfth	century	and	serves	to	identify	a	medieval	public	sphere	familiar	with	this	narrative	and	the	inclusion	of	adapted	rhetorical	features	that	
                                                        64.	In	this	way,	I	build	upon	some	of	the	characteristics	of	the	dialogical	approach	to	public	sphere	formation	put	forth	by	Melve,	Inventing	the	Public	Sphere,	17-22;	in	which	the	site	of	the	religious	figure	(or	cleric)	is	the	location	of	overlap	for	a	plurality	of	publics–monastic,	courtly,	and	ecclesiastical–to	engage	in	demonstrative	discourse	within	the	established	structures	of	their	individual	institutions	in	an	effort	to	debate	and	counter	various	narratives	of	political	importance.	The	significance	of	the	contested	site,	forms	of	discourse,	rhetorical	and	argumentative	voices,	and	the	inclusion	of	performance	and	drama	in	public	sphere	formation	are	further	explored	in	Symes,	A	Common	Stage.	
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position	the	document	as	pro-Imperial.65	As	I	have	discussed	above,	the	foundations	of	this	particular	public	sphere	were	laid	in	the	eleventh-century	Investiture	Controversy,66	but	the	dramatic	narrative	as	a	delivery	device	for	the	rhetorical	position	of	the	Ludus	within	this	public	sphere	is	built	upon	much	earlier	medieval	practices	of	ritual	and	performance.67	In	order	to	construct	a	better	picture	of	the	
                                                        65.	The	mimetic	narrative	mode	utilized	for	both	the	Hypocrites	and	Apostolicus	points	to,	what	Jody	Enders	terms,	the	actio	of	reading	and	inherent	enactment	of	the	written	word	as	speech	(or,	as	I	have	argued,	silence)	within	medieval	documentary	practices.	See	Enders,	Rhetoric,	especially	34-44.	66.	Melve,	Inventing	the	Public	Sphere,	makes	a	strong	argument	for	the	formation	of	a	medieval	public	sphere	during	the	Investiture	Controversy	based	largely	upon	a	growing	documentary	and	manuscript	culture,	but	neglects	to	explore	textual	formation	and	the	connection	between	rhetoric	and	enactment	(actio)	in	his	assessment	of	publicity	(see	note	62	below).	Furthermore,	he	sets	his	
terminus	ante	quem	for	the	Investiture	Controversy	with	the	Concordat	of	Worms	(1122),	thus	presenting	a	historiographically	arbitrary	public	sphere.	67.	Axel	Michaels,	“Zur	Dynamik	von	Ritualkomplexen,”	in	Forum	
Ritualdynamik	3	(2003):	6-7	concisely	unpacks	a	wide	range	of	research	to	clarify	that	a	ritual	is	an	act	characterized	by	safety	(in	that	the	act	perpetuates	familiarity),	authority,	legitimacy,	and	mimesis,	but	is	always	in	tension	with	forces	of	change	(7).	I	use	Michaels’	assessment	here	along	with	Robert	Langer	et	al.,	“Transfer	of	
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narrative	practices	employed	by	the	Ludus	within	a	dynamic	public	sphere,	especially	as	they	relate	to	drama,	it	is	necessary	to	explore	the	relationship	between	narrative	and	publicity	in	earlier	eras.68	The	narrative	of	the	Ludus	invokes	speech-acts	that	are	specifically	tailored	to	rituals	of	political	necessity.	The	repeated	requests	of	the	Imperial	Ambassadors	to	the	various	nations,	that	they	give	fealty	to	the	Emperor;	the	demands	of	the	Hypocrites	to	those	same	nations	that	they	recognize	Antichrist	as	the	true	Christ;	the	speeches	of	supplication	by	the	feudatory	nations	recited	to	the	Emperor	in	the	first	half	of	the	play	and	then	later	to	Antichrist:	all	of	these	are	part	of	an	act	of	ritual	that	made	public	the	connection	between	the	participants.69	The	Ludus	does	
                                                        Ritual,”	in	Journal	of	Ritual	Studies	20.1	(2006):	1-10	to	highlight	ritual	as	a	fluid	and	ongoing	negotiation	between	participants	and	context.	68.	My	use	of	the	term	publicity	is	predicated	upon	the	Habermasian	quality	of	Öffentlichkeit	as	a	means	to	analyze	degrees	of	social	and	political	engagement	as	a	function	of	the	creation	of	space;	see	Habermas,	Strukturwandel,	especially	55-58.	69.	The	procedural	and	courtly	aspects	of	these	speeches	are	examined	in	greater	detail	in	Chapter	Four,	where	their	inclusion	within	the	codex	alongside	the	so-called	Tegernsee	Letter	Collection,	the	so-called	Tegernsee	Love	Letters,	the	Gesta	
Friderici,	and	other	official	documents	constitute	formulae	used	in	the	pedagogical	and	rhetorical	functions	of	the	monastery.	For	the	connection	between	pedagogical	letter	collections	and	rhetorical	instruction	see	Ward,	“Rhetorical	Theory	and	the	Rise	and	Decline	of	‘Dictamin,’”	175-223.	
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little	to	describe	the	ritual	acts	that	would	accompany	these	speeches,	as	opposed	to	the	diegetic	inclusions	of	specific	acts	in	other	parts	of	the	narrative;	and	while	it	is	difficult	to	infer	how	these	actions	may	have	been	staged,	the	use	of	courtly	ritual	connects	the	play	to	the	Papal-Imperial	divide	of	its	medieval	public	sphere	through	a	common	intention,	also	evident	within	earlier	documents,	to	shape	the	narrative	of	ritual	acts	as	a	means	to	control	the	interpretation	of	their	publicity.		 	Mary	Stroll’s	examination	of	two	Imperial	coronation	ordines	contained	within	the	eleventh-century	Liber	Censuum	(1192)—a	record	detailing	contemporary	and	historical	holdings	of	the	Church—identifies	the	shifting	aspects	of	the	coronation	ritual	in	the	twelfth	century	and	the	desire	to	codify	changes	that	preserve	the	procedure	as	a	representation	of	Papal	authority	over	Imperial.70	What	Stroll	classifies	as	Ordo	C,	written	in	latter	part	of	the	twelfth	century,	is	much	more	specific	than	Ordo	B	in	detailing	the	actions	and	speeches	of	the	Emperor	and	the	
                                                        70.	Mary	Stroll,	Symbols	as	Power:	The	Papacy	Following	the	Investiture	
Contest	(Leiden,	The	Netherlands:	Brill,	1991),	45-56.	Stroll	refers	to	the	earlier	
Ordo,	likely	used	in	the	coronation	ceremonies	of	the	early	twelfth	century,	as	Ordo	B	and	the	later	version	that	built	upon	its	earlier	source	as	Ordo	C.	Both	ordines	can	be	found	in	Le	Liber	Censuum	de	L’Église	Romaine	6	vols.,	eds.	Louis	Duchesne	and	Paul	Fabre	(Paris:	Ernest	Thorin,	1889-1905)	with	Ordo	B	in	vol.	3,	420-21,	and	
Ordo	C	mentioned	in	vol.	1,	1,	n.	1	as	contained	only	within	the	manuscript	Cod.	Vat.	Lat.	8486,	which	is	more	accurately	identified	with	Censius,	the	late	twelfth-century	author	of	the	Liber	Censuum.	
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Pope.	Although	Stroll’s	conclusion	that	the	changes	made	to	the	ceremony	were	the	direct	result	of	the	reform-minded	Calixtus	II	in	the	years	after	the	Concordant	of	Worms	is	deeply	contested,71	she	nevertheless	identifies	a	specific	example	of	how	documents	reflect	the	shifting	ramifications	that	such	rituals	had	beyond	the	publicly-limited	doors	of	St.	Peter’s	Basilica,	where	the	majority	of	the	coronation	procedure	took	place.	Most	notably,	Stroll	identifies	many	documents	surrounding	the	coronation	ceremony	of	1111,	when	Pope	Paschal	II	crowned	Henry	V	as	
Imperator	Romanorum,	as	examples	to	uphold	her	argument	that	Ordo	B	precedes	
Ordo	C,	and	that	Ordo	B	served	as	the	basis	from	which	particular	changes	to	the	coronation	service—changes	representative	of	a	strong	Papacy—were	eventually	added.	Stroll	combs	through	these	documents	to	clarify	the	symbolism	of	specific	altars	within	St.	Peter’s	Basilica	and	items	used	by	the	participants	in	order	to	identify	their	particular	political	intentions.	While	she	is	primarily	concerned	with	the	contents	of	these	writings	in	order	to	show	impetus	for	the	adjustments	made	from	Ordo	B	to	C,	my	intention	here	is	to	point	out	that	Stroll	has	constructed	a	picture	of	the	numerous	works	that	relate	the	semi-public	nature	of	the	coronation	proceedings	to	a	wider	audience	and	in	doing	so,	construct	various	narratives	that	position	the	actions	and	the	actors	in	specific	interpretations	along	socio-political	
                                                        71.	See	reviews	by	Brian	Tierney	in	The	Catholic	Historical	Review	78.2	(April	1992):	281-82;	Maureen	C.	Miller	in	Speculum	68.1	(January	1993):	265-66;	and	Robert	Sommerville	in	American	Historical	Review	98.3	(June	1993):	848-49.	
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lines.72	The	details	included	in	the	narratives	vary;	mentioning	little	out	of	the	ordinary	regarding	the	coronation	(as	in	the	Encyclia	Heinrici	V)	or	painting	Henry	as	aggressively	belittling	the	Papacy	and	unfairly	holding	the	pope	and	several	cardinals	against	their	will	(as	in	the	various	documents	detailing	Paschal’s	papacy).	
                                                        72.	The	many	documents	detailing	the	coronation	(most	of	which	are	investigated	by	Stroll)	include	the	version	by	William	of	Malmesbury	in	Gestis	
Regum	Anglorum,	MGH	SS	10,	479-80	that	borrows	from	an	account	by	Henry’s	imperial	chaplain,	David	Scotus.	Scotus	is	mentioned	by	Ekkehard	of	Aura	in	his	
Chronicon,	which	includes	an	illumination	of	Henry	receiving	a	sphere	from	Pashcal	as	a	part	of	the	coronation;	see	Cambridge	University,	Corpus	Christi	College	Parker	Library,	MS	373,	fol.	83r.	The	events	of	the	coronation,	as	a	part	of	Paschal’s	papacy,	are	recorded	in	Pandulfus,	Vita	Paschalis	II,	in	Le	Liber	Pontificalis:	Texte,	
Introduction,	et	Commentaire	vol.	2,	ed.	Louis	Duchesne	(Paris:	Ernest	Thorin,	1892),	296-310;	the	Relatio	Registri	Paschalis	II,	in	MGH	Const.	1,	147-50;	and	Disputatio	vel	
defensio	Paschalis	Papae,	in	MGH	Libelli	2,	659-66.	Henry	includes	his	brief	version	of	events	in	the	Encyclia	Heinrici	V	from	the	Codex	Udalrici,	in	MGH	Const.	1,	150-51.	One	of	Henry’s	supporters,	Burchard	of	Aachen,	wrote	a	letter	to	the	English	court	detailing	the	events	of	the	coronation	which	is	printed	in	Walther	Holtzmann,	“England,	Unteritalien	und	der	Vertrag	von	Ponte	Mammolo,”	in	Neues	Archiv	50	(Berlin:	Weidmannsche	Buchhandlung,	1935),	300-1.	The	coronation	was	also	included	as	a	part	of	Peter	the	Deacon,	Chronica	Monasterii	Casinensis,	in	MGH	SS	7,	781-83.	
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William	of	Malmesbury	and	Burchard	of	Aachen	present	the	events	from	a	positive	perspective	whereby	a	strong	continental	ruler	did	much	to	resolve	the	ongoing	Investiture	Controversy.73	At	least	one	document,	the	Chronica	Monasterii	
Casinensis,	may	have	framed	Henry’s	actions	as	insulting	to	Paschal,	in	order	specifically	to	place	the	Monte	Cassino	monastery	at	the	center	of	a	potential	break	of	Rome	from	the	Western	Roman	emperor	to	the	Eastern	Emperor,	Alexius.74	Each	account	creates	a	narrative	for	the	coronation	to	fit	a	particular	goal	in	relaying	the	interpretation	of	events	to	the	document’s	audience.	Furthermore,	the	span	of	time	in	which	these	documents	were	written	(some	contemporary	to	Henry	and	Paschal,	others,	like	the	Liber	Censuum,	completed	near	the	end	of	the	twelfth	century)	displays	an	ongoing	negotiation	between	the	sources	of	this	single	event	over	the	course	of	the	century.		 This	is	not	the	only	time	an	imperial	coronation	ceremony	would	stir	such	controversy	in	the	twelfth	century.	Frederick	Barbarossa’s	own	coronation	was	fraught	with	misunderstanding	and	negotiations	of	ritual	and	political	meanings.	Outside	of	Rome,	Frederick	and	Pope	Hadrian	IV	convened	to	discuss	his	entrance	
                                                        73.	See	Joseph	Patrick	Huffman,	The	Social	Politics	of	Medieval	Diplomacy:	
Anglo-German	Relations	(1066-1307)	(Ann	Arbor,	MI:	University	of	Michigan	Press,	2009),	40.	74.	See	Herbert	Bloch,	Monte	Cassino	in	the	Middle	Ages	(Cambridge,	MA:	Harvard	University	Press,	1988),	110-11.	
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into	the	Leonine	City	and	the	procedure	of	the	Imperial	coronation.75	At	the	center	of	this	discussion	was	the	Treaty	of	Constance	(1153),	signed	between	Frederick	and	Hadrian’s	predecessor,	Pope	Eugene	III.	In	it,	the	language	of	cooperation	between	Frederick	and	the	Papacy	detailed	their	mutual	cooperation	against	the	Byzantine	Roman	Emperor,	Manuel	I,	any	expansion	of	the	Kingdom	of	Sicily,	and	reaffirmed	Papal	authority	over	the	city	of	Rome.76	Although	this	treaty	was	mutually	agreed	upon	and	signed	by	the	late	Pope	Eugene,	the	documentation	of	this	meeting	provides	information	regarding	the	positive	or	negative	character	of	Frederick	and	Hadrian	hidden	in	the	explanation	and	expected	fulfillment	of	their	ritual	exchange.	Beginning	with	the	Pope’s	reception	at	Frederick’s	camp	outside	of	
                                                        75.	Otto	of	Freising	records	the	meeting	between	Hadrian	and	Frederick	in	the	Gesta	Friderici	imperatoris,	but	he	focuses	primarily	on	the	willingness	of	Frederick	to	suppress	political	uprisings	in	Rome	(particularly	that	of	Arnold	of	Brescia)	as	delaying	Frederick’s	entrance	into	the	city.	See	The	Deeds	of	Frederick	
Barbarossa,	149-51.	Boso,	a	close	counselor	of	Hadrian,	records	the	event	as	a	necessary	upholding	of	Frederick’s	duty	to	the	Papacy	in	the	Vita	Hadriani	IIII	from	
Le	Liber	Pontificalis,	ed.	Duchesne	vol.	2,	390-91.	76.	For	a	succinct	listing	of	the	conditions	of	this	treaty	see	Marcel	Pacaut,	
Frederick	Barbarossa,	trans.	A.J.	Pomerans	(New	York:	Charles	Scribner’s	Sons,	1970),	62-63.	
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Rome,77	to	Frederick’s	outright	refusal	or	ignorance	of	the	custom	of	holding	the	Pope’s	stirrup	and	thus	fulfilling	his	office	as	marshal	(officium	stratoris)	to	the	Pope,78	and	eventually	to	the	cry	of	the	German	princes	and	nobles	at	Frederick’s	crowning	in	St.	Peter’s	Basilica,	the	two	chroniclers,79	Otto	of	Freising	and	Boso	each	record	the	actions	and	utterings	of	their	respective	superiors	as	a	means	to	not	only	control	the	narrative	of	their	reigns,	but	to	also	insert	their	narrative	into	more	public	understandings	of	the	two	individuals.	In	a	period	when	the	coronation	of	Emperor	Henry	V	by	Pope	Paschal	II	was	still	contested	as	an	act	signifying	either	imperial	or	papal	supremacy,	the	writers	and	their	documents	that	surrounded	this	
                                                        77.	Peter	Godman,	The	Archpoet	and	Medieval	Culture	(Oxford:	Oxford	University	Press,	2014),	38	argues	that	Otto	of	Freising’s	record	of	the	Pope’s	initial	reactions	to	Frederick’s	camp	just	outside	the	city	at	Sutri	could	be	interpreted	as	insulting.	78.	Boso,	Vita	Hadriani	IIII,	391;	“Cum	autem	rex	de	more	officium	stratoris	eidem	pape	no	exhiberet…”	See	also	Godman,	The	Archpoet,	37.	This	event	is	not	described	by	Otto.	79.	Otto,	Deeds,	150	records	that	all	in	attendance	celebrated	with	exclamation;	“…cunctis	qui	aderant	cum	magna	laeticia	acclamantibus	Deumque	super	tam	glorioso	facto	glorificantibus.”	But	Boso,	Vita	Hadriani	IIII,	392	records	it	a	calamitous	noise	from	the	German	attendants;	“Statim	tam	vehemens	et	fortis	Teutonicorum	conclamito	in	vocem	laudis	et	letitie	concrepuit,	ut	horribile	tonitruum	crederetur	de	celis	subito	cecidisse.”	
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imperial	coronation	were	mindful	of	the	implications	of	ritual	and	how	ritual	was	captured	by	their	narrative	in	constructing	the	image	of	Emperor	or	Pope.80	Writing	later	in	Frederick’s	reign	(when	Frederick	comes	into	conflict	with	Pope	Alexander	III	in	1159),	Rahewin,	who	completed	the	Gesta	Friderici	imperatoris	after	Otto’s	death	in	1158,	recalls	Frederick’s	wish	to	have	an	image	removed	from	the	Lateran	palace	during	his	coronation	because	of	its	association	with	Papal	authority	over	the	Emperor,	as	interpreted	by	Emperor	Lothair	III,	Frederick’s	predecessor,	during	his	coronation.81	Rahewin’s	inclusion	of	this	information	within	his	narrative	indicates	a	readership	well	acquainted	with	the	meanings	and	implications	not	only	of	the	image	itself,	but	also	plays	to	expectations	of	empathy	for	Frederick	in	asking	to	have	the	image	removed.	There	is	a	clear	publicity	associated	with	the	documentation	of	this	coronation	process	and	the	rituals	that	confirm	varying	degrees	of	authority.	The	reconstruction	of	ritual	events	in	the	text	requires	a	public	capable	of	interpreting	and	contextualizing	their	meaning—both	as	a	function	of	the	documented	event	and	as	a	function	of	the	author’s	perspective.	Furthermore,	there	are	definite	attempts	to	
                                                        80.	See	I.S.	Robinson,	The	Papacy,	1073-1198:	Continuity	and	Innovation	(Cambridge,	UK:	Cambridge	University	Press,	1990),	464	for	a	picture	of	the	historiographical	consideration	of	Otto	and	Boso’s	accounts	as	documents	of	varying	accuracy.	I	am	less	concerned	with	accuracy	than	with	the	aim	behind	document	production	of	this	kind.	81.	Rahewin,	Deeds,	183-84.	
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control	and	negotiate	the	narrative	of	the	public	figure	across	various	forms	of	documentation	and	media,	with	which	the	Ludus	is	certainly	in	concert	as	both	a	textual	form	and	[envisioned]	performance.82	This	medieval	public	sphere	delineated	by	the	questions	of	the	Investiture	Controversy	is	not	dependent	solely	on	a	textual	literacy.83	Indeed,	in	a	play	with	many	specific	didascaliae,	the	Ludus	provides	few	details	regarding	the	actions	of	the	imperial	ambassadors	(as	well	as	the	Hypocrites	when	they	act	as	ambassadors	of	Antichrist)	precisely	because	the	rituals	and	actions	of	such	figures	in	the	presence	of	a	political	leader	may	have	been	part	of	the	expected	knowledge	held	by	the	play’s	readers.	Furthermore,	such	textual	examples	of	dramatic	narrative	are	not	unique	during	the	reign	of	Frederick,	
                                                        82.	The	negotiation	of	the	coronation	ritual/procedure	points	to	what	Richard	Schechner	describes	as	“restored	behavior”	in	chapter	two	of	Between	
Theater	and	Anthropology	(Philadelphia:	University	of	Pennsylvania	Press,	1985),	35-116.	Under	Schechner’s	schema,	this	negotiated	performance	of	restored	behavior	is	constructed	from	its	previous	iterations	and	understanding	of	its	future	implications.	For	my	purposes	here,	this	is	valuable	in	constructing	a	picture	of	a	public	sphere	aware	of	its	own	temporal	trajectory;	that	it	had	a	past	and	that	its	existence	is	necessary	in	order	to	better	shape	the	future	along	polemical	lines.	83.	See	Melve,	Inventing	the	Public	Sphere,	47	for	the	dominant	historiographical	methodology	on	Habermasian	public	sphere	formations	in	the	Middle	Ages,	which	is	solely	focused	on	text	and	exclusive	of	any	other	form	of	media,	particularly	performance.	
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as	attested	by	two	epic	poems	written	roughly	around	the	same	time	as	the	Ludus:	the	so-called	pro-imperial	Song	about	the	deeds	of	Emperor	Frederick	Barbarossa	in	
Lombardy	(Carmen	de	gestis	Frederici	I.	imperatoris	in	Lombardia,	c.	1166)	and	the	polemical	The	Destruction	of	the	City	of	Milan	(De	destructione	civitatis	
Mediolanensis,	c.	1165).84	
Barbarossa	in	Italy	includes	within	its	narrative	many	of	the	same	devices	found	within	the	Ludus,	particularly	the	speeches	of	legates	and	consuls	as	they	interact	between	Frederick’s	court	and	the	political	leaders	of	Milan.	Specifically,	mimetic	narrative	of	the	poem	takes	up	the	speeches	of	Frederick,	his	legates	and	counselors	as	well	as	the	Milanese,	their	legates,	and	their	counselors	such	that	the	drama	of	the	work	relies	on	public	statements	that	negotiate	the	potential	actions	the	characters	may	take.85	In	contrast	The	Destruction	of	Milan,	is	written	as	a	
                                                        84.	The	former	can	be	found	as	Barbarossa	in	Italy,	trans.	Thomas	Carson	(New	York:	Italica	Press,	1994)	and	the	latter	as	De	destructione	civitatis	
Mediolanensis	in	Neues	Archiv	11	(Hannover:	Hahn’sche	Buchhandlung,	1886),	467-74.	 85.	Carson,	Barbarossa,	XXXIX	figures	that	about	one	quarter	of	the	poem	is	comprised	of	these	orations.	Further	correlations	between	the	two	texts	include	the	tempting	of	Frederick	with	gifts	by	the	Milanese	(Barbarossa,	lines	219-252)	and	the	attempt	to	subdue	the	King	of	the	Teutons	with	gifts	from	Antichrist	(Antichrist,	21-22).	Also,	the	legal	right	of	Frederick,	as	imperator	Romanorum,	to	rule	in	northern	Italy	is	presented	to	the	leadership	of	Rome	(Barbarossa,	lines	2509-2510)	in	much	
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dialectic	lament	between	the	city	(urbs)	and	a	traveler	(viator)	meant	to	criticize	Frederick’s	malevolent	and	unwarranted	destruction	of	such	an	important	city.	Although	the	narrative	content	of	Destruction	does	not	correlate	significantly	with	the	Ludus	like	that	of	Barbarossa,	the	use	of	mimetic	narrative	in	all	three	texts	is	indicative	of	the	possibilities	for	drama	to	shape	medieval	narratives	that	offer	an	authoritative	memory	on	certain	events	(and	vice	versa),	particularly	as	they	detail	the	lives	of	individuals	and	their	actions	as	a	part	of	polemical	debate	within	the	medieval	public	sphere	of	the	mid-twelfth	century.	While	Barbarossa	and	
Destruction	are	not	classified	as	plays	(a	wholly	modern	and	problematic	construction)	like	the	Ludus,86	the	mimetic	narrative	devices	speak	to	the	value	of	drama	in	various	forms	of	communication	during	this	period.	These	two	documents	also	perform	the	speeches	of	public	figures	as	a	means	to	frame	and	control	the	reception	of	their	past	actions	and	their	present	or	future	intentions.	
Narrative	and	Theatricality	in	the	Ludus	The	diegetic	and	mimetic	narrative	frameworks	within	varying	types	of	documents	dating	from	the	twelfth	century	help	frame	authorial	intent;	in	the	Ludus,	the	diegetic	instructions	for	the	Hypocrites,	the	mimetic	silence	of	Apostolicus,	and	the	treatment	of	official	ambassadors	who	mirror	the	rituals	of	their	real-life	counterparts	all	work	to	position	the	play	as	significantly	pro-Imperial.	In	an	
                                                        the	same	way	that	the	Emperor’s	opening	lines	claim	a	historical	legal	precedent	to	rule	all	of	the	former	Roman	Empire	(Antichrist,	6).	86.	Symes,	“The	Medieval	Archive,”	32.	See	note	14	above.	
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interconnected	way,	many	of	the	texts	cited	above	rely	on	a	concomitant	perception	of	actors	and	actions	often	framed	within	narratives	that,	though	they	may	not	look	like	plays	to	the	modern	reader,	utilize	drama	as	a	means	to	work	toward	or	against	expectations	of	a	wider	public.	The	knowledge	of	this	public	and	how	it	is	delineated	through	documents	and	performance	must	exist	a	priori	to	documents	like	those	detailed	above	as	a	means	to	greater	efficacy.	In	The	King’s	Two	Bodies,	Ernst	H.	Kantorowicz	describes	how	early	medieval	events	and	individuals	are	documented	through	narrative	lenses	that	capture	the	dualistic	and	sempiternal	nature	of	their	being.	In	the	case	of	those	that	hold	positions	of	authority,	he	describes	how	their	narratives	may	reflect	particular	iconography,	i.e.	haloes,	in	order	to	capture	the	distinction	and	permanence	of	their	office	while	also	identifying	the	individual	as	distinct/chosen	from	others.87	This	argument	points	to	this	relationship	between	text	and	imagery	as	a	“ludic”	narrative	device,	terminology	utilized	by	Barbara	Myerhoff,88	that	collapses	temporality	as	a	part	of	a	grand	Christian	narrative	in	which	the	authoritative	office	plays	a	
                                                        87.	See	Kantorowicz,	The	King’s	Two	Bodies:	A	Study	in	Mediaeval	Political	
Theology	(Princeton:	Princeton	University	Press,	1957),	78-86.	88.	For	more	on	the	details	of	the	ludic	event	and	performance	as	transformation	see	Barbara	Myerhoff,	“The	Transformation	of	Consciousness	in	Ritual	Performances:	Some	Thoughts	and	Questions,”	in	By	Means	of	Performance:	
Intercultural	Studies	of	Theatre	and	Ritual	(Cambridge:	Cambridge	University	Press,	1990),	245-50.	
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continuous	ontological	role,	but	is,	for	a	given	period,	represented	by	a	particular	individual.	Kantorowicz	provides	the	example	of	Amalarius	of	Metz	(c.	780-850),	who,	when	writing	about	Emperor	Louis	the	Pious	(r.	814-840),	conflates	Louis	with	the	Biblical	David	in	order	to	foreground	the	Frankish	kingdom	as	regnum	
Davidicum89—a	ludic	connection	designed	to	couch	the	person	of	Louis	and	the	events	of	his	reign	within	contemporary	and	familiar	treatments	of	the	Biblical	king	that,	despite	any	shortcomings	as	an	individual,	foreground	his	connection	to	the	salvific	narrative	of	Christianity.	This	connection	between	the	ludic	narrative	and	the	documentary	culture	surrounding	the	contemporary	vitae	of	Louis	the	Pious	undergirds	the	work	of	Courtney	M.	Booker.	In	Past	Convictions,	Booker	examines	several	documents	that	contain	detailed	narratives	of	the	rebellion	of	Louis’	sons,	the	abandonment	and	defection	by	his	forces	at	the	Rotfeld	in	833,	and	Louis’	eventual	penance	for	exaggerated	or	falsified	crimes.90	As	I	have	shown,	Booker’s	argument	exposes	the	underlying	theatricality	of	these	documents;91	As	early	as	the	ninth	century,	
                                                        89.	Kantorowicz,	The	King’s	Two	Bodies,	81.	For	the	source	material	see	PL	vol.	CV,	988.	90.	Courtney	M.	Booker,	Past	Convictions.		91.	Kyle	A.	Thomas,	“The	Medieval	Space:	Early	Medieval	Documents	as	Stages,”	in	Theatre	Survey	59.1	(January	2018):	4-22,	at	11-12.		
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documentary	narratives	took	into	account	a	theatrically-literate	culture,92	especially	as	a	means	to	target	a	specific	audience	or	present/perform	a	particular	bias.	As	such	documents	persisted	over	the	centuries,	the	theatricality	of	earlier	narratives	could	be	and	was	interpreted	in	documentary	forms	that	took	into	account,	or	perhaps,	deferred	to	a	highly	performative,	if	not	theatrical,	culture93—a	culture	that	was	certainly	active	in	the	twelfth	century,	as	the	Ludus	de	Antichristo	suggests.		Frederick	was	also	mindful	of	a	Carolingian	connection.	He	saw	himself	as	Holy	Roman	Emperor	in	the	same	manner	as	Charlemagne	and	his	attentions	to	the	Italian	peninsula	and	willingness	to	fan	the	flames	of	the	Investiture	Controversy	attest	to	his	formation	of	a	political	narrative	that	would	easily	match	that	of	his	great	predecessor.94	The	Ludus	de	Antichristo	then,	promotes	Frederick	through	a	ludic	interpretation	of	Adso’s	narrative	as	a	way	to	collapse	Christian	eschatology	with	contemporaneous	practices	that	perform	the	political	perspective	and	implications	of	Imperial	support	over	Papal	support.	The	representations	of	this	
                                                        92.	I	expand	here	upon	Jody	Enders,	“Medieval	Stages,”	Theatre	Survey	50.2	(November	2009):	317–25;	see	also	my	usage	in	“The	Medieval	Space,”	5-6.	93.	Booker,	Past	Convictions,	78-84,	details	the	wider	knowledge	of	the	Louis	narratives	in	the	twelfth	century.	94.	Pacaut,	Frederick	Barbarossa,	69	and	98.	For	Frederick’s	active	involvement	in	the	canonization	of	Charlemagne	at	Aachen	see	Knut	Görich,	
Frederich	Barbarossa:	Eine	Biographie	(Munich:	C.H.	Beck,	2011),	633-35.	
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support	are	themselves	performed	as	a	part	of	the	Ludus,	indicating	a	culture	of	perfomance	alongside	a	wide-spread	documentary	culture.
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CHAPTER	2:	A	TWELFTH-CENTURY	NETWORK	OF	DRAMA	But	concerning	the	establishment	of	the	[Dietramszell]	canon	superior:	he	directed	that,	upon	the	death	of	the	canon	superior,	let	one	be	chosen	by	an	equal	and	unanimous	vote	of	all	the	brothers,	or	the	sounder	part,	and	let	the	one	chosen	go	to	the	abbot	of	the	[Tegernsee]	monastery	in	order	that	he	might	receive	investiture	of	temporal	things	by	[the	abbot]	and	let	him	show	forth	all	reverence	to	the	abbot.1		In	1159,	the	abbot	of	the	monastery	at	Tegernsee,	Rupert	of	Neuburg-Falkenstien	(r.	1155-1186),	sent	a	letter	to	Albert	I	of	Harthausen,	the	newly	appointed	Bishop	of	Freising,	thanking	him	for	siding	with	him	and	the	brothers	of	Tegernsee	in	a	matter	concerning	the	election	of	a	new	canon	superior	at	their	daughter	cloister,	the	Augustinian	community	at	Dietramszell.2	For	some	time,	the	
                                                        1.		Die	Tegernseer	Briefsammlung,	no.	18,	MGH	Briefe	d.	dt.	Kaiserzeit	vol.	7,	ed.	Plechl	(Hannover:	Hahsche	Buchhandlung,	2002),	28,	“De	institutione	vero	prepositi	ita	ordinavit,	ut	obeunte	preposito	pari	et	unanimi	voto	omnium	fratrum	vel	sanioris	partis	prepositus	eligatur,	electus	vero	abbatem	supradicti	monasterii	adeat,	investituram	de	temporalibus	ab	eo	recipiat,	omnem	reverentiam	abbati	exhibeat.”	I	must	express	my	gratitude	to	Kent	Navalesi	and	the	Medieval	Latin	Reading	Group	at	the	University	of	Illinois,	Urbana-Champaign	for	their	assistance	in	the	Latin	translations	for	this	chapter.	2.	Rupert	of	Neuburg-Falkenstein,	Die	Tegernseer	Briefsammlung,	letter	no.	211,	240-41.	For	more	information	regarding	the	matter	between	Tegernsee,	Dietramszell,	and	the	various	spiritual	and	secular	authorities	involved	in	the	
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brothers	of	St.	Martin	at	Dietramszell	had	sought	to	exert	greater	independence	from	Tegernsee	and,	under	Albert’s	predecessor,	Bishop	Otto	of	Freising	(Emperor	Frederick’s	uncle	and	biographer),	the	small	cloister	had	enjoyed	a	great	deal	of	autonomy.	But	Rupert’s	letter	indicates	that	a	resolution	had	finally	come	in	this	long	dispute	which,	according	to	him,	centered	on	Dietramszell’s	desire	to	select	their	own	canon	and	invest	in	him	authority	over	their	community.	Rupert	apparently	took	issue	with	their	selection	and	indicated	that	the	chosen	canon	superior	must	recognize	Tegernsee	as	the	mother	monastery,	confirm	Tegernsee’s	control	over	the	cloister’s	small	land	holdings,	and	present	himself	to	Rupert	for	his	spiritual	and	temporal	investiture.3		 The	subject	matter	of	Rupert’s	letter	was	nothing	new	for	the	abbot.	Since	taking	office,	questions	regarding	authority,	autonomy,	and	rights	of	investiture	
                                                        dispute	see	Irene	Crusius,	Die	Bistümer	der	Kirchenprovinz	Salzburg	vol.	24,	Germania	Sacra	(Berlin:	Walter	de	Gruyter,	1988),	98-104.	3.	Rupert	of	Neuburg-Falkenstein,	Die	Tegernseer	Briefsammlung,	no.	241,	MGH	Briefe	d.	dt.	Kaiserzeit,	“Ubi	omnem	actionem	et	litem	huius	questionis	data	fide	refutaverunt,	pro	se	et	pro	eadem	ecclesia	hoc	spoponderunt,	ut	is,	qui	nunc	pro	tempore	electus	est	prepositus	vel	quicumque	futuris	temporibus	essent	eligendi,	completa	electione	pari	et	unanimi	voto	omnium	fratrum	vel	sanioris	partis	illico	ad	abbatem	monasterii	nostri	recurrere	debeant	et	ab	eo	investituram	temporalium	requirere	et,	nisi	certa	causa	exstiterit,	quę	impediat,	ius	fundi	atque	possessionis	sollempniter	recipere.”	
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were	often	a	catalyst	for	communication	with	secular	and	ecclesiastical	authorities.	Extant	correspondence	from	the	so-called	Tegernsee	Letter	Collection	(TLC)	detail	the	monastery’s	timely	concerns	with	matters	of	local,	regional,	and	imperial	importance.	Even	Rupert’s	election	as	abbot	in	1155	was	marked	by	discord	with	the	monastery’s	secular	advocate	(vogt),	Count	Henry	I	of	Wolfratshausen.	Though	there	are	few	details	about	the	reasons	for	this	tension,	Emperor	Frederick	did	admonish	Count	Henry’s	actions	in	a	letter	sent	shortly	after	Frederick	confirmed	Rupert’s	abbacy.4	Thereafter,	Rupert	was	clearly	concerned	to	define	the	parameters	of	his	abbatial	authority,	as	we	see	in	the	case	of	Dietramszell.	Of	the	thirteen	letters	in	the	TLC	concerning	aspects	of	Tegernsee’s	fraught	relationship	with	Dietramszell	(spanning	from	c.	1107	to	as	late	as	possibly	1186),	nine	directly	involve	Rupert.	But	it	appears	that	1159	was	an	auspicious	time	to	clarify	and	document	this	relationship	because	Albert—the	new	and	sympathetic	bishop	mentioned	above—had	just	come	to	power	in	Freising,	while	a	newly	appointed	advocate,	Berthold	III	of	Andechs,	also	seemed	poised	to	support	Tegernsee	and	its	abbot.	 Indeed,	Frederick’s	coronation	as	Emperor	in	1155	corresponds	with	a	period	of	ambitious	activity	on	the	part	of	regional	lords—not	just	in	Bavaria	but	also	around	Europe—which	included	increased	documentation	of	familial	holdings	(the	importance	of	this	will	be	discussed	in	greater	detail	in	Chapter	Three).	The	motivations	behind	the	political	aspirations	of	lesser	lords	were	certainly	varied	but,	
                                                        4.	Frederick,	Die	Urkunden,	no.	143,	MGH	DD	F	I,1,	250-51.	
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as	Thomas	Bisson	points	out,	extant	documentation	of	the	1150s	shows	that	“mounting	sensitivity	to	personal	status	together	with	the	ceremonial	attributes	of	the	oath	of	fidelity	encouraged	lords	to	insist	upon	superiority.”5	The	TLC	certainly	provides	a	snapshot	of	this	political	climate	around	Tegernsee	in	this	period.6	Altogether,	the	number	of	extant	letters	from	this	decade	reveal	anxiety	over	issues	of	status	on	the	part	of	Tegernsee	abbey	(or,	its	abbot)	in	matters	well	beyond	just	the	monastery	itself.	In	particular,	examining	the	single	issue	of	Dietramszell	brings	to	light	a	network	of	individuals,	both	lay	and	spiritual,	who	were	called	upon	to	weigh	the	issue	and	bolster	the	abbey’s	authority.		 This	list	of	dramatis	personae	in	the	TLC,	including	Emperor	Frederick,	from	the	letters	dated	between	1155-1160	provides	a	picture	of	the	wide	range	of	individuals	invested	with	both	secular	and	sacred	authority	that	have	some	connection	to	Tegernsee’s	abbot.	Thus,	the	TLC	serves	as	an	important	contextual	backdrop	for	the	Ludus	de	Antichristo,	which	was	bound	within	the	same	manuscript	as	the	Tegernsee	Letter	Collection.7	Contained	within	the	TLC	is	a	political,	social,	
                                                        5.	Bisson,	Crisis	of	the	Twelfth	Century,	293-304,	at	298.		6.	See	Bisson,	Crisis	of	the	Twelfth	Century,	116-9	for	specifics	on	the	shifts	of	lordship	in	Bavaria	during	the	twelfth	century.	7.	On	the	various	relationships	and	power	structures	at	work	at	the	Tegernsee	monastery	throughout	the	twelfth	century	and	how	those	factors	shaped	the	monastery	over	the	century	see	Sabine	Buttinger,	Das	Kloster	Tegernsee	und	sein	
Beziehungsgefüge	im	12.	Jahrhundert	(Munich:	Verlag	des	Vereins,	2004).		
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and	geographic	network	of	spiritual	and	secular	agents	through	which	the	question	of	Rupert’s	(and	by	extension,	Tegernsee’s)	authority	was	properly	defined.	It	is	this	type	of	model	that	serves	as	the	basis	for	the	Ludus	and	its	staging	of	similar	network	nodes	at	the	heart	of	the	play’s	story,	in	order	to	explore	the	global	reach	and	eschatological	ramifications	of	Frederick’s	imperial	might.	Indeed,	it	is	the	aim	of	this	chapter	to	identify	this	network’s	formation	and	workings,	through	examining	a	medieval	theatre	of	correspondence—in	which	the	attestations	and	agendas	of	letters	like	those	in	the	TLC	are	only	fully	realized	in	a	more	public	setting	like	court—as	a	type	of	medieval	public	sphere	that	the	community	at	Tegernsee	(largely	represented	in	the	person	of	their	abbot,	Rupert)	was	able	to	effectively	negotiate	as	a	means	to	stake	their	claims	over	Dietramszell	within	the	various	milieus	of	Frederick’s	empire.	Furthermore,	the	relationship	of	the	Ludus	to	the	TLC	reveals	the	deft	understanding	of	this	medieval	public	sphere	by	the	author	of	the	Ludus	and	should	also	be	considered	a	dramatic	artifact	that	has	been	overlooked	as	representing	the	functions	and	structure	of	the	public	sphere	of	the	twelfth	century.	This	chapter	will,	therefore,	highlight	the	dynamic	nature	of	this	medieval	public	sphere	as	a	network	(spatial,	religious,	and	political)	of	(re)negotiated	nodes	and	connections	which	the	Ludus	engages	as	a	document	and	also	dramatizes	in	performance.	Specifically,	the	Ludus	models	the	framework	of	this	medieval	communication	network	as	a	product	of	an	object-oriented	system	in	which	the	manuscript,	as	a	material	object,	moves	from	node	to	node	in	what	is	known	as	network	space;	while	it	also	serves	to	dramatically	represent	that	network	space	
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that	is	contextually	informed	by	the	TLC.8	Given	that	such	a	debate	centered	on	the	decisive	issue	of	sacred	and	secular	authority—an	issue	that	defined	much	of	the	Middle	Ages—this	chapter	will	also	explore	how	the	Ludus	exemplifies	a	manuscript	culture	and	tradition	that	was	also	alive	in	earlier	centuries	and	equally	dependent	on	performative	strategies	to	enact	a	network	of	agencies,	thus	leading	us	back	to	earlier	examples	of	public	sphere	formation.	In	order	to	accomplish	these	goals,	this	chapter	will	draw	from	studies	in	network	theory	in	general,	and	actor-network	theory	(ANT)	specifically.	ANT	is	particularly	helpful	in	its	consideration	of	non-human	objects	as	actants,	and	the	manuscript	culture	of	the	Middle	Ages	is	an	excellent,	yet	under-valued,	candidate	for	this	theoretical	model	because	manuscripts	embodied	human	agency,	could	stand	in	for	human	bodies,	and	could	also	act	as	agents	on	their	own.	Furthermore,	ANT	frames	the	actant	as	produced	by	a	larger	constellation	of	influences	while	also	regarding	the	actant	as	influencing	(in	concert	with	other	actants)	that	constellation.	This	model	also	embraces	the	spatial,	material,	and	political	milieus	surrounding	the	
Ludus	as	products	enacted	by	the	network	(and	thus	dependent	on	it)	and	also	as	the	nodes	(as	this	chapter	will	call	them)	that	hold	the	network	together.9	
                                                        8.	See	Latour,	Reassembling	the	Social,	70-4;	the	emphasis	here	in	an	object-oriented	system	allows	for	the	examination	of	how	objects	socially	“perform”	meaning,	authority,	agency,	culture,	and	convention.	9.	This	approach	to	objects	that	work	within	Euclidean	space	but	reify	their	own	ontology	within	what	is	called	the	“network	space”	as	a	part	of	ANT	theory	is	
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Altogether,	network	theory	emphasizes	the	importance	of	a	macro	view	of	particular	structures	that	can	be	applied	to	medieval	manuscript	culture,	court	politics,	and	epistolary	practices	stretching	back	several	centuries	before	the	Ludus.	The	play	dramatizes	each	of	these	elements	while	also	making	comments	on	their	efficacy	and	history,	thereby	prompting	an	examination	of	the	influences	that	have	worked	upon	the	document	and	its	author	to	necessitate	the	creation	of	the	play,	both	as	a	text	and	as	a	performance.	Indeed,	the	functionality	of	the	text	as	object	is	essential	to	the	argument	of	this	chapter,	which	positions	the	materiality	of	the	document	as	actant	in	relation	to	its	performativity.	What	is	revealed	in	this	dichotomy—the	document	as	object	but	also	as	performance—are	those	widely-recognized	symbols	of	integrity	and	authority	as	foundational	conventions	upon	which	a	document	asserts	its	claims	and	reifies	its	authority.	The	first	section	of	this	chapter	will	examine	the	contents	of	Clm	19411,	the	extant	manuscript	that	contains	the	Ludus	and	the	TLC,	and	the	representations	of	various	types	of	public	space	that	inform	the	aims	of	the	play.	To	that	end,	I	employ	John	Law’s	conception	of	network	space,	or	the	connectedness	between	objects	whereby	the	functionality	of	their	relationships	construct	and	maintain	a	non-Euclidian	space	that	allows	for	the	transmission	of	information,	and	the	ways	in	which	objects	uphold	that	network	space	while	also	working	as	self-contained	networks	themselves	(Bruno	Latour’s	“immutable	mobiles,”	or	what	Law	
                                                        outlined	clearly	by	John	Law,	“Objects	and	Space,”	in	Theory,	Culture	and	Society	19	(2002):	91-105.	
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terms	as	homeomorphic	objects).10	Specifically,	this	chapter	examines	the	TLC	as	an	extant	record	of,	and	object	produced	by,	the	network	space	within	which	the	monastery	at	Tegernsee	was	also	an	actant.	The	Ludus,	like	the	TLC,	is	a	both	a	product	and	dramatization	of	this	network	and,	most	importantly,	of	the	means	through	which	this	network,	with	its	objects	and	actants,	engages	a	wider	public.	Thus,	a	comparative	contextual	analysis	of	documents	within	TLC,	which	were	contemporaneous	with	the	representative	practices	dramatized	by	the	Ludus,	will	reveal	a	more	complete	picture	of	the	networks	at	work	in	the	mid-twelfth	century	and	the	ways	in	which	these	documents	participate	within	them.	The	succeeding	section	of	this	chapter	will	build	upon	this	comparative	analysis	to	argue	that	such	networks—as	constructed	and	upheld	in	part	by	documents—borrow	and	perform	representative	practices	from	contemporary	and	past	courtly	cultures/milieus/centers,	consistently	negotiated	and	re-negotiated	amongst	the	various	actants	within	the	network	space.	Thus,	the	TLC	and	the	Ludus	document	and	embody	effective	and	widely-recognized	practices	of	performed	authority	that	were	crucial	to	public	in	the	twelfth	century	as	a	part	of	the	network	that	included	Tegernsee.	The	Habermasian	figuration	of	a	“top-down”	representative	medieval	public	sphere	in	which	a	ruler	embodies	political	authority	(or	a	bishop	represents	spiritual	authority)	is	further	discredited	because	it	does	
                                                        10.	Law,	“Objects	and	Space,”	95-96.	See	also	Bruno	Latour,	“The	More	Manipulations	the	Better,”	in	Representation	in	Scientific	Practice	Revisited,	ed.	Coopmans	et	al.	(Boston:	MIT	Press,	2014),	349.	
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not	account	for	performativity	as	a	form	of	literacy	essential	for	social	engagement	and	also	as	an	accessible	entry	point	into	this	network	formation	for	various	individuals	of	differing	social	status.11	
The	Tegernsee	Letter	Collection	and	Medieval	Network-Space		 As	mentioned	above,	1159	proved	a	propitious	year	for	the	Tegernsee	monastery	and	Rupert	as	its	abbot.	At	the	end	of	February,	Rupert	sent	a	letter	to	the	newly	appointed	Bishop	of	Freising,	Albert	I	of	Harthausen,	thanking	him	for	putting	to	rest	the	question	of	Tegernsee’s	purview	over	Dietramszell,	which	had	been	claiming	the	right	to	freely	elect	their	prior	and	invest	him	with	spiritual	authority	over	their	community.12	In	the	letter,	Rupert	describes	how	Dietramszell	had	been	admonished	by	the	court	of	Tegernsee’s	advocate,	Count	Berthold	III	of	Andechs.	While	Rupert’s	letter	does	not	name	all	who	were	present	at	court,	nor	does	it	go	into	explicit	detail	about	all	that	was	discussed,13	certain	conditions	of	
                                                        11.	See	Habermas,	Strukturwandel,	17-21.	12.	Rupert	of	Neuburg-Falkenstein,	Die	Tegernseer	Briefsammlung,	no.	211,	MGH	Briefe	d.	dt.	Kaiserzeit,	240-41.		13.	The	specifics	of	this	appearance	in	court	and	the	conditions	discussed	regarding	Dietramszell’s	selection	of	canon	superior,	along	with	an	account	detailing	the	historical	precedent	laid	out	by	Abbot	Udalschalk	of	Tegernsee	when	Dietramszell	was	founded	in	1099,	are	outlined	in	the	extant	copy	of	the	records	for	this	meeting	found	in	Die	Tegernseer	Briefsammlung,	no.	18,	MGH	Briefe	d.	dt.	Kaiserzeit,	27-28.	Although	this	document	is	included	in	the	TLC,	I	refer	to	it	as	a	
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Dietramszell’s	future	status	were	dependent	on	public	agreement	amongst	those	in	attendance.	Rupert	attaches	himself	to	this	public	declaration	when,	despite	Berthold’s	rebuke	of	the	daughter	house’s	maneuvers	towards	greater	autonomy,	he	presents	himself	as	a	forgiving	and	graceful	overseer	and	agrees	to	the	Dietramszell	brothers’	selection	of	a	canon	superior.	Once	this	agreement	was	made	and	reinforced	with	public	attestation	
of	illustrious	and	wise	men	who	were	present	there,	we	provided	approval	concerning	the	election	of	the	one	who	was	put	in	charge	out	of	grace	and	kindness.14		The	necessity	of	those	“illustrious	and	wise	men”	to	publicly	affirm	Tegernsee’s	authority	over	their	daughter	cloister	provides	insight	into	the	weight	of	such	public	declarations.	After	meeting	this	public	condition,	Dietramszell’s	new	canon	superior	received	his	investment	in	temporal	authority	over	the	monastery,	and,	more	importantly,	Rupert	uses	this	expression	of	public	support	to	then	ask	for	Albert’s	promise	to	invest	Diemtramszell’s	canon	superior	with	his	spiritual	authority.	After	the	latter	statement	Rupert	follows	with:	
                                                        record	rather	than	a	letter	because	it	was	created	to	document	the	details	of	the	court	gathering	about	the	matters	pertaining	to	Dietramszell.	14.	Rupert	of	Neuburg-Falkenstein,	Die	Tegernseer	Briefsammlung,	no.	211,	MGH	Briefe	d.	dt.	Kaiserzeit,	241,	emphasis	added,	“Facta	hac	diffinicione	et	roborata	publica	adtestatione	virorum	illustrium	et	sapientum,	qui	presentes	aderant,	de	electione	eiusdem	prepositi	ex	gratia	et	benignitate	assensum.”	
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We	most	diligently	ask	that	[Dietramszell’s	canon	superior]	be	guided	to	the	same	church	by	your	kindness,	if	indeed	he	should	wish	faithfully	to	follow	those	things	which	were	defined	above.15			 The	record	of	this	court	appearance,	also	included	in	the	TLC,	provides	more	detail	regarding	Berthold’s	decision	and	the	public	acts	performed	by	those	in	attendance,	especially	the	Dietramszell	canon	superior	and	Rupert.	Once	it	was	decided	that	the	Dietramszell	canon	superior	must	receive	confirmation	from	Tegernsee’s	abbot—as	was	allegedly	customary	and	recorded	in	the	cloister’s	founding	charter16—Rupert	then	swore	an	oath,	presumably	of	support,	to	the	Dietramszell	canon	superior	before	all	who	were	present	there.	Rupert	had	won	his	
                                                        15.	Rupert	of	Neuburg-Falkenstein,	Die	Tegernseer	Briefsammlung,	no.	211,	MGH	Briefe	d.	dt.	Kaiserzeit,	241,	“Et	eum	ad	eandem	ecclesiam	a	vestra	benignitate	dirigi	diligentissime	postulamus,	si	quidem	ea,	quę	superius	diffinita	sunt,	fideliter	exequi	voluerit.”	16.	The	authenticity	of	Dietramszell’s	charter	is	disputed.	See	Crusius,	Die	
Bistümer,	98-99	for	a	consideration	of	the	document	as	a	forgery.	Crusius	borrows	heavily	from	Elisabeth	Noichl,	Die	“Gründungsurkunde“	des	Chorherrenstiftes	
Dietramszell.	Eine	Tegernseer	Fälschung	aus	dem	letzten	Viertel	des	12.	Jahrhunderts	vol.	76,	Archivalische	Zeitschrift	(Munich:	Ackermann,	1980),	39-56,	who	leaves	some	room	open	for	consideration	of	the	document	as	authentic.	Albert	Brackmann,	
Studien	und	Vorarbeiten	zur	Germania	pontificia	I:	Die	Kurie	und	die	Salzburger	
Kirchenprovinz	(Berlin:	Weidmannsche	Buchhandlung,	1912),	164-87,	considers	the	document	to	be	authentic.	
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case	before	the	secular	authorities	(seculares	iudices)	and	immediately	followed	this	decision	with	his	letter	to	Albert	in	order	to	receive	the	ruling	of	the	spiritual	authority.17		 A	list	of	those	individuals	with	a	stake	in	the	decision	about	Dietramszell’s	autonomy	and	Tegernsee’s	oversight	of	the	monastery	also	emerges	from	an	examination	of	the	TLC.	As	a	member	of	the	Neuburg-Falkenstein	family,	which	had	connections	to	the	Tegernsee	abbey	reaching	back	as	early	as	the	eleventh	century,18	Abbot	Rupert	was	not	only	concerned	with	maintaining	authority	over	Dietramszell’s	selection	of	canon,	but	also	wanted	to	keep	the	possessions	and	land-holdings	of	the	small	abbey	under	the	purview	of	his	abbacy.	Bishop	Albert,	newly	elected	to	the	See	of	Freising	amidst	the	increasingly	tense	relations	between	the	
                                                        17.	No	letter	is	extant	from	Albert	to	Rupert	concerning	Dietramszell.	Rather,	the	TLC	contains	two	contemporaneous	letters	from	Albert	to	Rupert	regarding	vacant	positions	at	the	monastery	at	Oberwarngau,	only	a	few	miles	east	of	Dietramszell	and	a	little	north	of	Tegernsee.	See	Die	Tegernseer	Briefsammlung,	nos.	277	and	295,	MGH	Briefe	d.	dt.	Kaiserzeit,	307-8,	and	327.	18.	See	Noichl,	Codex	Falkensteinensis:	Die	Rechtsaufzeichnungen	der	Grafen	
von	Falkenstein	(Munich:	C.H.	Beck’sche,	1978),	73*-77*	for	the	ancestry	of	the	Counts	of	Falkenstein	in	the	twelfth-century	Codex	Falkensteinensis	and	their	advocacy	of	Tegernsee,	beginning	with	Patto	of	Dilching	in	the	eleventh	century.	There	is	no	evidence	to	suggest	that	Rupert’s	election	as	abbot	was	related	to	his	family’s	advocacy	of	the	monastery	in	the	past.	
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Empire	and	the	papacy,19	supported	the	Tegernsee	cause	and	reversed	the	position	held	by	his	predecessor,	Otto	I,	thereby	bolstering	his	own	authority	and	autonomy.	Similarly,	Berthold’s	advocacy	of	Tegernsee	was	also	newly	established:	he	was	head	of	the	House	of	Andechs,	a	Bavarian	noble	family	that	experienced	a	great	deal	of	influential	political	growth	in	the	twelfth	century	and	had	received	the	advocacy	of	Tegernsee	in	c.	1157.	For	both	individuals,	the	position	of	Tegernsee	as	an	imperial	abbey—subject	specifically	to	the	emperor—strengthened	their	own	positions	and	provided	stronger	connections	to	the	imperial	court.	It	must	also	be	noted	that	the	controversy	between	Dietramszell	and	Tegernsee	was	not	merely	a	regional	matter.	Despite	Berthold’s	ruling	and	Albert’s	advocacy	the	matter	was	not	fully	resolved	in	1159	and	dragged	into	the	1160s	and	1170s,	as	both	Frederick	and	Pope	Alexander	III—by	then,	fully	engaged	in	a	schismatic	battle	against	each	other—threw	their	support	behind	the	opposing	factions,	Frederick	siding	with	Tegernsee	and	Alexander	with	Dietramszell.20	Thus,	the	seemingly	trivial	and	local	
                                                        19.	Despite	his	election,	the	bitter	dispute	between	Emperor	Frederick	and	Pope	Alexander	III	(begun	with	Alexander’s	election	to	the	papacy	in	1159)	kept	Albert’s	papal	confirmation	from	being	granted	throughout	much	of	his	bishopric.	See	Friedrich	Hector	Grafen	Hundt,	Bayerische	Urkunden	aus	dem	XI	und	XII	
Jahrhundert,	Abhandlung	der	Historischen	Classe	der	Königlich	Bayerischen	vol.	14	(Munich:	K.	Akademie,	1878),	67-68.	20.	Frederick,	Die	Tegernseer	Briefsammlung,	nos.	19	and	20,	MGH	Briefe	d.	dt.	Kaiserzeit,	28-30;	and	Alexander,	Die	Tegernseer	Briefsammlung,	no.	16,	MGH	
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conflict	at	the	center	of	the	correspondence	had	far-reaching	implications	for	all	involved	and	represented,	in	microcosm,	the	competing	positions	of	Frederick	(strong	imperial	involvement	in	ecclesiastical	matters)	against	that	of	Alexander	(with	his	push	for	clerical	and	monastic	reforms	that	would	give	the	Church	greater	political	autonomy).		 As	noted	above,	the	controversy	over	Dietramszell’s	election	of	canon	superior	closely	coincides	with	the	creation	of	the	Ludus.21	But	although	1159	will	serve	as	a	temporal	marker	for	the	creation	of	the	Ludus	and	the	contexts	of	the	TLC,	it	is	important	to	see	this	date	as	less	of	a	fixed	point	and	only	one	aspect	of	a	moving	series	of	intersections	and	connections;	much	like	the	way	a	telescope	on	Earth	must	account	for	its	own	motion	within	the	cosmos,	amongst	other	factors	(or	actants)	like	weather,	funding,	and/or	human	observational	[in]abilities.22	The	
                                                        Briefe	d.	dt.	Kaiserzeit,	24.	Alexander	also	shows	a	particular	animosity	towards	Tegernsee	and	abbot	Rupert,	where	he	is	quick	to	threaten	excommunication	if	certain	estates	(allods)	are	not	handled	as	he	commands;	see	Die	Tegernseer	
Briefsammlung,	nos.	251	and	252,	MGH	Briefe	d.	dt.	Kaiserzeit,	280-82.	21.	See	Plechl,	Die	Tegernseer	Handschrift	Clm	19411,	Deutsches	Archiv	für	Erforschung	des	Mittelalters	(Cologne:	Böhlau,	1962),	455-57	for	information	on	the	dating	of	the	manuscript.	22.	This	analogy	attempts	to	capture	the	methodology	of	ANT	as	outlined	by	Latour,	Reassembling	the	Social,	141-56.	It	is	Latour’s	assertion	that	ANT	does	not	work	from	the	application	of	contextual	frames	to	social	analysis	due	to	its	emphasis	
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Dietramszell	issue	(as	it	will	be	called	from	this	point)	is	the	point	of	observation	that	offers	both	a	telescopic	(macro)	and	microscopic	(internal)	view	of	the	various	factors	acting	in,	on,	and	around	the	genesis	of	the	Ludus—making	the	play	a	product	of	various	interactions	among	actants	within	the	network	from	which	it	also	derives	its	meaning.23	Therefore,	this	section	of	the	chapter	will	focus	on	the	documents	produced	in	1159	before	broadening	the	lens	to	explore	two	specific	social	milieus	in	relation	to	the	Ludus:	spatial	and	political.24		 What	first	emerges	from	observations	of	the	spatial	social	network	of	1159	is	the	connection	of	the	monastic	community	at	Tegernsee	to	seats	of	authority;	particularly,	the	material	means	by	which	this	connection	was	reinforced	during	that	time.	While	the	TLC	identifies	many	individuals	with	whom	Tegernsee	(or	Rupert)	communicated	during	the	Dietramszell	issue,	it	is	correspondence	with	Emperor	Frederick	that	represents	the	most	powerful	and	widely	influential	spatial	
                                                        on	seeing	independent	actants	as	un-framable	through	observation;	an	attempt	to	make	them	more	objectifiable.		23.	See	John	Law	and	Kevin	Hetherington,	“Materialities,	Spatialities,	and	Globalities,”	in	Knowledge,	Space,	Economy	(New	York:	Routledge,	2000),	37-38.	24.	I	have	chosen	to	examine	these	two	areas	of	social	engagement	due	to	their	prominence	in	the	Ludus,	although	other	social	milieus,	such	as	religious	life	(which	I	discuss	in	the	previous	chapter),	schooling	(which	will	be	examined	in	Chapter	Four),	and	warfare,	etc.	can	(and	should)	be	explored	in	greater	detail,	but	are	beyond	the	scope	of	this	chapter.	
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network.	Any	communication	with	the	emperor	in	the	middle	of	the	twelfth	century	occurred	first	through	the	negotiation	of	space,	as	the	imperial	seat	happened	to	be	wherever	the	emperor	was	located,	and	Frederick	was	constantly	on	the	move	in	1159.25	As	John	Law	and	Kevin	Hetherington	note,	“distances	and	space	don’t	exist	by	themselves…rather	they	are	created.”26	The	distance	between	Tegernsee	and	the	emperor,	indeed	between	the	bishop	of	Freising	and	the	Tegernsee	advocate	in	Andechs,	emerged	as	a	by-product	of	the	Dietramszell	issue.	Operating	from	a	fixed	position	in	the	foothills	of	the	Bavarian	Alps,	the	monastery	relied	on	correspondence	to	bridge	that	distance	between	places	and	individuals.	The	letters	found	in	the	TLC,	later	recopied	and	bound	into	a	manuscript	for	archival	and	pedagogical	purposes,	point	to	the	letter’s	role	as	ambassador,	or	an	agent	acting	to	bridge	distance.27	Collectively,	these	letters	act	as	extant	representatives	of	the	relationship	between	Tegernsee	and	those	with	whom	it	
                                                        25.	See	Ferdinand	Opll,	Das	Itinerar	Kaiser	Friedrich	Barbarossas	(Cologne:	Böhlau,	1978),	23-31	for	Frederick’s	itinerary	during	his	second	Italian	campaign	from	1158-1162.	26.	Law	and	Hetherington,	“Materialities,	Spatialities,	and	Globalities,”	39.	27.	See	Law	and	Hetherington,	“Materialities,	Spatialities,	and	Globalities,”	41	as	to	the	semiotic	understanding	of	delegation	and	the	negotiation	of	space.	See	also	Peter	Merriman,	Mobility,	Space	and	Culture	(New	York:	Routledge,	2012),	57-60	for	further	information	regarding	the	analysis	of	space,	time,	and	motion	and	conceptions	of	place.	
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needed	to	communicate.	From	this	epistolary	“archaeology”	emerges	a	picture	of	the	individuals,	offices,	and	locations	important	to	the	concerns	of	Tegernsee.	The	correspondence	and	eventual	court	appearance	with	Berthold,	the	advocate	of	Tegernsee,	was	also	a	necessary	connection	between	Tegernsee	and	the	authority	bestowed	upon	Berthold	by	the	emperor	as	a	representative	of	the	imperial	polity	in	matters	specifically	pertaining	to	the	monastery.	Albert,	on	the	other	hand,	represented	Church	authority	but	also	embodied	a	contested	space	during	1159,	as	the	renewed	tensions	of	the	Investiture	Controversy,	at	the	very	least,	made	unclear	with	whose	authority	Albert	could,	and	did,	act;	though	it	seems	that	Albert	found	favor	and	thus	a	degree	of	authority	with	the	Emperor.	In	1159,	and	again	in	early	1160,	Frederick	wrote	to	Albert	to	inform	him	of	his	victory	at	Milan	(1159)	and	invited	him	to	witness	the	Council	of	Pavia	as	a	part	of	the	imperial	delegation.	It	was	at	Pavia	that	Frederick	opposed	the	selection	of	Alexander	as	pope	and	threw	his	weight	behind	the	candidacy	of	Victor	IV.28	If	Albert	was	in	the	imperial	delegation,	his	presence	would	have	signaled	his	support	for	the	Emperor	through	spatial	proximity	that	visually	and	physically	placed	him	closer	to	the	Emperor	and	his	supporters	than	to	either	papal	pretender.	ANT	reveals	a	crucial	aspect	of	the	network-world	these	letters	identify:	the	necessity	of	delegation	as	a	means	to	extend	and	enact	the	authority	and	agency	of	various	actants	within	the	network.	The	TLC	reveals	Tegernsee	(and	its	abbot,	
                                                        28.	Both	of	these	matters	are	discussed	in	letters	to	Albert	found	in	Die	
Urkunden,	nos.	277	and	307,	MGH	DD	F	I,2,	87	and	123.	
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Rupert)	as	an	actant	in	the	network	reliant	on	the	letter-as-delegate	to	shape	or	define	the	possibilities	of	that	network-world	which	included	Frederick.	Indeed,	Frederick’s	power	was	dependent	on	the	continued	capacity	of	his	communication	to	convey	the	full	authority	of	his	position	as	emperor,	which	in	turn	depended	on	the	recognition	of	that	authority	by	network	nodes	such	as	Tegernsee.29	The	Ludus	
de	Antichristo,	then,	as	a	part	of	this	network-world	around	1159,	shares	many	qualities	with	the	letters	so	far	examined	in	this	chapter;	namely	a	significant	dependence	on	delegation	as	a	means	to	forward	its	plot.	The	Ludus	dramatic	action	
                                                        29.	Die	Tegernseer	Briefsammlung,	nos.	15-16	and	19-21,	MGH	Briefe	d.	dt.	Kaiserzeit,	23-24	and	28-31	show	that	by	the	early	part	of	the	1170s,	that	network-world	had	broken	down,	as	evidenced	by	this	set	of	letters	once	again	dealing	with	the	brothers	at	Dietramszell.	The	series	of	letters	from	this	period	show	that	Frederick	is	more	active	in	writing	directly	to	Rupert	and	Albert	regarding	maintaining	Dietramszell’s	obedience	to	Tegernsee.	But	at	the	same	time,	Alexander	also	wrote	to	Dietramszell’s	provost	demanding	that	Tegernsee	recognize	their	rights	independent	of	the	mother	abbey.	Contextually,	Frederick	was	weakened	by	the	formation	of	alliances	in	the	northern	Italian	states	against	him	and	an	increasingly	strong	papacy	under	Alexander;	see	Pacaut,	Frederick	Barbarossa,	130-46.	On	the	struggles	of	Frederick’s	policies	in	northern	Italy	and	the	formation	of	the	Lombard	League	(1167)	see	Gina	Fasoli,	“Friedrich	Barbarossa	und	die	Lombardischen	Städte,”	in	Friedrich	Barbarossa,	ed.	Gunther	Wolf	(Darmstadt:	Wissenschaftliche	Buchgesellschaft,	1975),	149-83.		
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of	the	play,	and	indeed	in	the	performance	space	the	play,	requires	significant	room	for	various	characters	to	receive	and	deliver	messages	from	figures	of	authority.	Thus,	the	ambassadors,	emissaries,	and	even	the	Hypocrites,	all	work	to	represent	the	dynamic	and	active	network	for	to	which	Tegernsee	belonged.	What	emerges	from	the	TLC,	then,	are	the	various	individuals	with	whom	Tegernsee	communicated	in	1159	and	the	ways	in	which	they	are	connected	through	the	monastery	and	to	each	other.	But	it	also	becomes	apparent	just	how	important	the	phenomenon	of	delegation	was	to	the	structure	of	this	network.30	The	work	of	delegation	falls	upon	the	letters	that	pass	between	these	individuals	and	their	locations.	In	essence,	letters	in	this	network	function	as	homeomorphic	objects,31	both	created	by	the	network	and	necessary	for	upholding	and/or	performing	that	network	by	navigating	the	space	of	the	network-world.32	The	spaces	between	which	the	document	travels	do	not	exist	apart	from	the	network,	but	are	created	out	of	the	necessity	for	communication;	as	such,	the	document	enacts	that	space	and	the	relational	aspects	of	that	space.33	Identify	enough	of	these	
                                                        30.	The	concept	of	“delegation”	from	which	I	borrow	is	outlined	in	Law	and	Hetherington,	“Materialities,	Spatialities,	and	Globalities,”	41-42.	31.	See	note	4	above.	32.	Law,	“Objects	and	Space,”	97.	See	also	Merriman,	“Mobility,	Place,	Placelessness,”	in	Mobility,	Space	and	Culture,	47-60.	33.	Law,	“Objects	and	Space,”	96	and	Law	and	Hetherington,	“Materialities,	Spatialities,	and	Globalities,”	41-42.	
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letters	traveling	in	and	out	of	Tegernsee	in	1159	and	a	picture	of	the	network-world	forms,	within	which	these	documents	function.	But	the	medieval	letter	also	works	as	a	homeomorphic	object	because	it	is	made	up	of	smaller,	individual	objects	working	to	maintain	the	physical	aspects	of	the	letter-as-object	and	also	to	keep	viable	the	structure	of	the	letter	as	it	travels	through	both	Euclidian	space	and	the	network-world.	Thus,	these	constitutive	materials—the	parchment,	the	ink,	the	wax	seal,	etc.—are	also	necessary	aspects	of	the	network-world.	Indeed,	the	material	of	the	medieval	letter	is	a	crucial	to	its	efficacy	and	reflects	the	efforts	that	monastic	communities	took	in	its	creation.34	The	network-world,	then,	is	traversed	by	the	material	efforts	of	monastic	communities;	monks	play	a	crucial	and	potentially	“unseen”	role	in	the	spatial	reach	of	the	network-world.	
                                                        34.	See	Raymond	Clemens	and	Timothy	Clemens,	Introduction	to	Manuscript	
Studies	(Ithaca,	NY:	Cornell	University	Press,	2007),	9-13	for	a	brief,	yet	excellent	examination	into	parchment	and	the	medieval	practices	of	its	preparation;	also	Michael	Clanchy,	From	Memory	to	Written	Record:	England	1066-1307	(Chichester,	UK:	Wiley-Blackwell,	2013),	120-27.	It	should	also	be	noted	that	all	medieval	epistolary	communication	did	not	occur	only	through	the	medium	of	parchment.	See	Mary	Garrison,	“’Send	More	Socks:’	On	the	Mentality	and	the	Preservation	Context	of	Medieval	Letters,”	in	New	Approaches	to	Medieval	Communication,	ed.	Marco	Mostert	(Turnhout:	Brepols,	1999),	69-99.	
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This	approach	identifies	the	letter	not	only	as	a	representative	of	its	sender,	but	also	as	a	structure	that	enacts	and	upholds	the	conventions	of	the	network-world	as	it	travels	across	it	and	is	constructed	by	performative	understandings	of	that	network-world’s	various	relationships.	For	example,	the	letter	(discussed	above)	sent	from	Rupert	to	Albert	in	early	1159	contains	information	regarding	the	network-world	in	which	the	letter	operates.	The	individuals	identified	within	the	letter—Rupert,	Albert,	a	Count	P	(or	Count	of	P,	possibly	Passau),	and	the	unnamed	Dietramszell	canon	superior—are	implicated	as	specific	participants	in	the	network-world	but	they	also	perform	the	relationships,	aims,	and	authority	important	to	Tegernsee	for	upholding	the	network-world.	Specifically,	the	letter	defines	the	parameters	of	the	network-world	as	inclusive	of	those	that	uphold	its	conventions	and	represents	those	who	exist	outside	of	this	space	as	deviant	and/or	dangerous.35	In	this	case,	the	brothers	of	Dietramszell	are	the	outsiders	who	threaten	this	network-space.36	When	Rupert	calls	upon	Albert	to	uphold	its	
                                                        35.	This	was	especially	true	in	the	growing	towns	and	cities	of	this	period.	On	the	control	and	the	negotiation	of	space	and	citizenry	in	the	growing	documentary	culture	of	the	urbanized	twelfth	century	see	Brigitte	Bedos-Rezak,	“Civic	Liturgies	and	Urban	Records	in	Northern	France,	100-1400,”	in	City	and	Spectacle	in	Medieval	
Europe,	ed.	Barbara	Hanawalt	and	Kathryn	Reyerson	(Minneapolis:	University	of	Minnesota	Press,	1994),	34-55.	36.	Law,	“Objects	and	Space”	uses	the	example	of	Portuguese	colonial	ships	as	a	means	to	demonstrate	the	principle	of	homeomorphic	objects	moving	through	
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integrity,	he	highlights	the	prominence	of	Tegernsee	in	this	space	as	a	location,	or	node,	important	to	the	network-world	but	also	as	crucial	to	the	structures	that	uphold	the	network-world.37	In	other	words,	Rupert	wants	Albert	to	know	that	he	and	his	monastery	intend	to	sustain	the	existence	of	the	hierarchy	that	emerges	as	a	by-product	of	the	network-world’s	established	stratification.		This	hierarchy	functions	spatially	and	politically,	as	further	clarified	through	an	examination	of	the	language	Rupert	employs	in	his	letter	to	Albert,	which	opens	with	a	salutation	acknowledging	that	the	bishop	holds	his	office	dei	gratia:	Albert	rules	by	God’s	grace	and	embodies	it	as	well.38	While	this	greeting	was	typical	of	such	epistolary	exchanges,	it	carries	specific	meanings	in	this	context,	given	that	
                                                        Euclidian	network-space	(ships	acting	as	self-contained	networks	upon	an	ocean	that	is	connected	via	ports	and	trade	routes).	I	could	further	this	metaphor	for	our	purposes	here	by	equating	Dietramszell	to	a	pirate	vessel:	an	imposter	operating	outside	of	the	network-space,	but	within	the	same	Euclidean	space,	as	a	means	to	collapse	its	efficacy.	37.	On	information,	mobility,	and	its	effects	on	social	networks	over	space	see	Jeremy	Howells,	“Knowledge,	innovation	and	location,”	in	Knowledge,	Space,	
Economy,	57-59.	On	knowledge	and	spatial	formations	see	Nigel	Thrift,	Spatial	
Formations	(Thousand	Oaks,	California:	SAGE	Publications,	1996),	98-124.	38.	This	salutatory	greeting	is	specifically	addressed	in	Geoffrey	Koziol,	
Begging	Pardon	and	Favor,	29	and	speaks	to	the	long-held	conventions	and	understandings	of	this	trope.	
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Albert’s	status	as	bishop	was,	as	noted	above,	disputed	by	the	pope.	Similarly,	the	court	record	mentioned	above	establishes	the	legitimacy	and	authority	of	Berthold	himself,	who	also	represents	Frederick’s	authority.	In	both	cases,	their	performativity	is	directly	tied	to	a	necessity	for	documents	to	carry	information	within	the	network-world	and	to	embed	such	information	within	the	network-world’s	hierarchy.	In	both	cases,	too,	the	name	of	the	Dietramszell	canon	superior	is	not	included,	placing	him	outside	the	network-world	and	performing	his	distance	from	the	central	figures	of	authority	acknowledged	by	Tegernsee.	Rupert	places	himself	within	this	authoritative	center	by	including	the	information	regarding	Berthold’s	decision	on	the	Dietramszell	issue	as	a	pretext	to	request	that	Albert	once	again	show	favor	to	Dietramszell	and	its	canon	superior,	thereby	also	giving	Albert	an	opportunity	to	perform	and	bolster	his	own	authority.	These	two	documents	not	only	exemplify	the	world-creating	capacities	of	medieval	documents,	but	also	the	conventions	that	they	appropriate	from	established	conventions	of	documentary	and	epistolary	praxis	(like	those	discussed	in	Chapter	One).	The	letters	of	1159	are	part	of	a	network-world	which	was	itself	socially	constructed	through	the	efficacy	of	long-established	monastic	rhetorical	practices.39	Examples	of	correspondence	from	the	years	preceding	1159	reveal	the	longevity	of	this	particular	network-world.	Of	specific	interest	are	two	letters	sent	
                                                        39.	Micol	Long,	“High	Medieval	Monasteries	as	Communities	of	Practice:	Approaching	Monastic	Learning	Through	Letters,”	in	Journal	of	Religious	History	41.1	(March	2017):	42-59,	at	52.	
 
 
93 
by	Frederick	to	Rupert,	and	one	letter	sent	to	Henry	II	of	Wolfratshausen,	the	advocate	of	Tegernsee	before	Berthold.40	These	letters	deal	primarily	with	Rupert’s	election	as	abbot	and	Henry’s	attempts	to	prevent	the	election;	and	are	not	unlike	Rupert’s	letters	with	respect	to	Dietramszell	a	few	years	later.	One	notable	aspect	of	these	letters,	and	thus	the	network-world,	is	the	emphasis	placed	upon	history	and	precedent	as	a	signifier	of	authority;	particularly	for	letters	that	involve	the	emperor.	Though	letter	126	(within	the	edition	of	the	MGH)	is	merely	a	brief	invitation	to	court,	it	reveals	Rupert’s	connection	to	Frederick	and	the	fact	that	Rupert	likely	visited	the	court	of	the	emperor.	Indeed,	the	information	carried	by	the	letters	(and	Berthold’s	court	record)	is	reliant	on	a	“rhetoric	of	precedent”	in	order	that	justifies	its	validity	and	authority.	It	is	here	that	context	may	help	shed	light	on	Frederick’s	insistence	on	historical	precedent	at	a	time	when	he	was	only	just	crowned	Holy	Roman	Emperor	and	wished	to	assert	his	position	and	authority.	In	the	early	part	of	Frederick’s	rule	as	emperor,	he	exuded	a	confidence	supported	by	his	military	and	political	campaigns	but	constantly	buttressed	and	embodied	across	his	empire	through	a	heavy	emphasis	on	letters	and	diplomata.41	
                                                        40.		Frederick,	Die	Urkunden,	nos.	126,	148,	and	160,	MGH	DD	F	I,1,	211,	250-1,	and	274-5.	41.	Frederick,	in	his	capacity	as	King	of	the	Germans	(crowned	1152),	had	brought	a	great	deal	of	peace	and	stability	to	the	relatively	combative	German	lands.	Not	long	after	his	campaign	in	central	Italy	stifled	challengers	to	Pope	Hadrian	IV,	it	garnered	him	the	imperial	crown	and	eventually	resulted	in	a	victory	over	Milan,	
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At	the	height	of	his	influence	and	power,	Frederick	viewed	himself	as	an	emperor	who	ruled	by	law	and	legal	precedent.42	The	success	of	Frederick’s	early	years	as	a	European	ruler	came	not	only	from	his	military	and	political	acumen,	but	also	from	his	understanding	of		communication	networks,	propaganda,	and	the	reliance	on	delegates	to	embody	and	to	carry	his	authority.	Thus,	the	rhetoric	Frederick	espouses	in	his	letters	to	Rupert	and	Henry	exemplifies	how	he	envisioned	his	authority	and	the	historical	precedent	from	which	it	derived.	In	his	letter	to	Henry	he	writes,	
                                                        which	should,	in	his	perception,	have	seen	itself	as	a	loyal	subject	to	the	imperator	
Romanorum.	See	Otto,	Deeds,	144-49	on	Frederick’s	motives	and	justifications	for	his	siege	of	Milan	and	his	designs	for	further	campaigns	on	the	Italian	peninsula.	Also,	Barbarossa	in	Italy,	trans.	Carson.	42.	One	of	Frederick’s	first	acts	as	King	of	the	Germans	in	1152	was	to	sign	a	
landfriede,	or	“land	peace,”	which	was	then	distributed	across	his	realm	in	the	form	of	official	diplomata.	The	greater	impact	of	this	across	central	Europe	is	discussed	in	Benjamin	Arnold,	Medieval	Germany,	500-1300:	A	Political	Interpretation	(Toronto:	University	of	Toronto	Press,	1997),	155-56.	For	his	ability	to	unite	opposing	political	factions	in	Germany	see	Horst	Fuhrmann,	Germany	in	the	High	Middle	Ages	c.	1050-
1200,	trans.	Timothy	Reuter	(Cambridge:	Cambridge	University	Press,	1986),	138-39.	Frederick	also	believed	that	his	duty	as	emperor	was	to	bring	this	peace	and	stability	to	the	formerly	vast	Roman	Empire;	see	Arnold,	Princes	and	Territories	in	
Medieval	Germany	(Cambridge:	Cambridge	University	Press,	1991),	17-18.	
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Following	in	the	footsteps	of	ancient	kings	and	emperors,	we	ought	unceasingly	to	bestow	favor	and	protection	on	those	venerably	appointed	places,	laudably	established	for	the	realm’s	honor	and	the	beautification	of	the	Church.43		This	rhetoric	of	precedent	was	designed	to	legitimize	Frederick’s	greater	imperial	ambitions,	which	extended	to	the	spiritual	realm	of	the	Church.	Shortly	after	he	sent	his	letter	to	Henry	in	1157,	Frederick	fanned	the	embers	of	the	Investiture	Controversy	with	the	newly	elected	Pope	Alexander	III	through	specific	forms	of	propaganda.	Of	course,	this	was	not	a	new	tactic:	many	of	the	great	treatises	on	Latin	rhetoric	and	oratory	written	by	Cicero,	Tacitus,	Quintilian,	and	others,	imagined	rhetorical	debate	as	a	type	of	agonistic	battle	with	defensive	and	offensive	maneuvers,	armed	warriors	and,	of	course,	a	battleground.44	At	this	point	in	Frederick’s	reign,	that	battle	was	fought	on	the	pages	of	letters	and	decrees	as	well	as	through	the	mouths	of	those	legates	and	delegates	who	represented	him	across	Europe.	As	homeomorphic	objects,	the	letters	moving	through	Tegernsee	both	enacted	and	maintained	the	network-world	of	which	it	was	a	part.	They	moved	
                                                        43.	Frederick,	Die	Urkunden,	no.	148,	MGH	DD	F	I,1,	250,	“Antiquorum	regum	seu	imperatorum	vestigiis	inherentes	venerabilibus	locis	ad	honorem	regni	et	decorem	ecclesie	laudabiliter	institutis	gratiam	atque	protectionem	indesinenter	impendere	debemus.”	44.	Enders,	Rhetoric,	89-110;	especially	93	as	Enders	points	out	that	the	twelfth-century	theologian,	Peter	Abelard,	began	his	Historia	calamitatum	(c.	1132)	with	a	martial	metaphor	indicative	of	the	bellicose	view	of	rhetorical	exercises.	See	also	Dox,	The	Idea	of	Theater,	12-29.	
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through	geographic	space	as	well	as	the	network-world	space	in	order	to	maintain	the	structure	of	that	network—a	network	dependent	on	transmission	of	authority.	There	is	a	thus	clear	correlation	between	the	operation	of	these	letters	and	the	ambassadors	or	messengers	of	the	Ludus	de	Antichristo:	the	Imperial	Ambassadors	in	the	first	half	and	the	Hypocrites	in	the	second.45	The	necessity	of	these	characters	hinges	on	their	ability	to	transnavigate	the	world	of	the	play	(i.e.	the	Imperial	Ambassadors	moving	from	the	seat	of	imperial	power	to	the	seat	of	Frankish	authority)	and	the	physical	space	of	the	performance	(i.e.	the	actors	playing	Imperial	Ambassadors	moving	from	where	the	location	of	the	Emperor’s	sedes	to	the	location	of	the	actor	playing	the	King	of	the	Franks).	The	importance	of	these	characters	and	their	actions	is	emphasized	by	the	Ludus	because	in	a	performance	space	where,	presumably,	the	Emperor	or	Antichrist	could	speak	directly	to,	or	be	heard	by,	other	characters46—as	is	likely	at	the	abbey	church	of	St.	Quirinus	at	
                                                        45.	The	play	makes	use	of	many	designations	for	individuals	that	carry	messages	and	Symes	follows	suit	in	her	translation.	But,	to	remain	connected	to	the	aspects	of	delegation	in	ANT	and	as	a	broad	understanding	of	the	function	of	these	individuals	authorized	to	represent	the	authority	from	whom	they	were	sent,	I	will	use	the	term	delegates.	46.	The	play	begins	by	stating	that,	“The	Temple	of	the	Lord	and	several	royal	seats	should	be	set	up	in	this	manner	at	the	beginning:	in	the	East,	the	Temple	of	the	Lord	and	grouped	around	it	the	seats	of	the	King	of	Jerusalem	and	the	seat	of	Synagoga;	to	the	West,	the	seat	of	the	Roman	Emperor	and	around	it	the	seats	of	the	
 
 
97 
Tegernsee47—they	are	still	necessary	to	the	plot	for	their	ability	to	move	about	the	space	delivering	and	receiving	the	messages	of	other	characters.	The	author	of	the	Ludus	uses	the	delegates	to	carry	the	decrees	and	authority	of	their	lord(s)	across	the	space	of	the	play-world	while	also	existing	in	and	traversing	across	the	performance	space.	The	delegates,	much	like	the	letters,	constitute	the	individual	immutable	self-contained	apparatus	necessary	for	the	successful	maintenance	of	the	network-world.	Like	the	ink,	parchment,	wax	seal,	etc.	
                                                        King	of	the	Teutons	and	the	seat	of	the	King	of	the	Franks;	to	the	South,	the	seat	of	the	King	of	the	Greeks;	to	the	North,	the	seat	of	the	King	of	Babylon	and	of	Gentilitas,”	in	Symes,	Antichrist,	1.	Although	the	stage	directions	of	the	play	do	not	specify	a	performance	location,	there	is	a	correlation	between	the	relative	locations	of	the	sedes	and	common	practices	of	church	design	and	layout	for	the	period	(see	Chapter	Four),	first	posited	in	Chambers,	Mediaeval	Stage,	vol.	II,	63;	but	later	somewhat	challenged	by	Young,	Drama	of	the	Medieval	Church	vol.	II,	394.	For	correlations	between	medieval	understandings	of	geographic	symbolism	and	representation,	and	the	rubric	for	staging	the	play	see	Jackson,	“Time	and	Space	in	the	Ludus	de	Antichristo,”	1-8.	47.	For	detailed	plans	of	the	church	and	monastery	as	it	currently	stands	along	with	plans	and	images	of	its	medieval	foundations	and	layout	see	Sixtus	Lampl,	Die	Klosterkirche	Tergernsee	(Munich:	Historischen	Vereins	von	Oberbayern,	1975),	especially	Plan	62.	According	to	Lampl’s	ground	plan,	the	medieval	nave	of	the	St.	Quirinus	measured	roughly	165	feet	in	length	and	around	65	feet	in	width.	
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that	make	up	the	medieval	letter,	the	medieval	delegate	is	constituted	by	his	performance	of	his	knowledge	of	Latin,	oratory,	rhetoric,	formal	address,	etc.	as	a	means	to	maintain	the	efficacy	of	the	network-world.	In	this	way	both	the	letters	of	the	period,	like	those	of	the	TLC,	and	the	delegates	work	as	actants	to	publicly	represent	those	aspects	of	efficacy	and	authority	that	were	quickly	recognizable	to	other	actants	within	the	network-space.	
Publicity,	Representation,	and	the	Medieval	Public	Sphere	Clearly,	representation	and	publicity	are	crucial	aspects	of	the	Ludus	and	the	TLC.	As	mentioned	above,	Rupert	writes	to	Albert	that	the	judgment	regarding	the	Dietramszell	issue	was	“reinforced	with	public	attestation	of	illustrious	and	wise	men	who	were	present	there”	in	the	court	of	Berthold.48	The	agreement	between	the	various	parties	about	the	Dietramszell	issue	in	1159	was	realized	by	means	of	publicity,	whereby	certain	prominent	individuals	publicly	agreed	to	the	conditions	outlined	in	the	decision.	Rupert’s	letter	to	Albert,	representative	of	his	presence	at	Berthold’s	court	and	his	authority	as	the	abbot	of	Tegernsee,	details	this	moment	of	“public	attestation”	in	order	to	legitimize	the	finality	of	this	decision	and	ask	Albert	for	his	support	in	bringing	the	Diretramszell	community	back	into	the	good	graces	of	the	Church.	Furthermore,	such	an	act	makes	visible	the	individuals	who	agree	not	only	to	abide	by	the	conditions	of	the	agreement,	but	also	identifies	those	who	are	able	to	act	within	the	network-world	surrounding	this	issue.	Through	this	publicity,	
                                                        48.	Rupert	of	Neuburg-Falkenstein,	Die	Tegernseer	Briefsammlung,	no.	211,	MGH	Briefe	d.	dt.	Kaiserzeit,	241;	see	note	10	above.	
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the	issue	was	resolved	and	Dietramszell,	presumably	represented	in	the	person	of	their	canon	superior,	was	[again]	recognized	as	a	participant	in	the	structures	(such	as	public	attestations)	that	uphold	their	network-world.	Rupert,	Berthold,	Albert,	and	the	letters	shared	between	them	exist	as	actants	within	their	commonly	held	network-space,	reinforcing	the	conventions	that	maintain	their	agency	as	established	at	different	stages	in	a	process	dependent	on	publicity	and	representation.49	As	Carol	Symes	writes	in	her	assessment	of	an	analogous	network-space	in	thirteenth-century	Arras,	“[l]egitimacy,	then,	was	dependent	on	publicity:	more	specifically,	on	a	general	acceptance	of	the	version	of	reality	advertised	through	public	media.”50	Conventions	like	the	salutary	supplication	Rupert	includes	in	his	letter	to	Albert	are	used	to	acknowledge	and	sustain	the	relationships	among	the	various	actants.	The	letter	performs	Rupert’s	respectful	greeting	because	Rupert	was	not	present	with	Albert	in	order	to	perform	any	ritual	of	respect	or	supplication.	The	letter	takes	over	that	duty	for	him,	and	conventions	attached	to	that	epistolary	culture	take	on	the	public	function	of	human	
                                                        49.	On	the	tradition	between	the	validation	of	documents	through	forms	of	public	ritual	and	ceremony	dating	back	to	the	Carolingian	era	see	Warren	C.	Brown,	“Francia:	gesta	municipalia,”	in	Documentary	Culture	and	the	Laity	in	the	Early	
Middle	Ages,	eds.	Warren	C.	Brown	et	al.	(New	York:	Cambridge	University	Press,	2013),	116-22.	50.		Symes,	A	Common	Stage,	137.	Symes	goes	on	to	explain	that	publicity	was	essential	to	power	and	was	constantly	re-established	through	public	media.	
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action	in	the	absence	of	Rupert’s	embodied	presence.	Indeed,	the	medieval	letter	as	a	form	of	(embodied)	communication	served	doubly	as	a	form	of	(material)	documentation,	as	witnessed	by	archiving	the	TLC	in	its	extant	manuscript.51	But	both	aspects	of	any	letter	were	also	dependent	on	an	element	of	publicity.	Warren	G.	Brown	stresses	that	early	medieval	documents	could	record	and	represent	authority—but	could	also	to	remain	invalid	until	conditions	of	publicity	were	met.52	Another	way	in	which	the	twelfth-century	letter	publicly	performed	the	embodiment	of	its	sender	and	thus	legitimized	its	representation	of	the	sender’s	agency	was	through	the	use	of	wax	seals:53	an	increasingly	important	convention	under	Frederick,	whose	emphasis	on	legal	formality	based	in	Roman	precedent	certainly	included	the	use	of	wax	seals.	It	is	difficult	to	know	whether	Rupert	used	
                                                        51.	The	reasons	for	such	a	formulary	at	Tegernsee	will	be	examined	in	greater	detail	in	Chapter	Four.			52.	Brown,	“Francia:	gesta	municipalia,”	118.	53.	Bedos-Rezak,	“Seals	and	Stars.	Law,	Magic	and	the	Bureaucratic	Process	(Twelfth-Thirteenth	Centuries),”	in	Seals	and	their	Context	in	the	Middle	Ages,	ed.	Phillip	R.	Schofield	(Philadelphia:	Oxbow,	2015),	90.	On	the	possible	materiality	and	semiotic	implications	of	wax,	including	the	cultural	aspects	of	wax	seals,	see	Brett	D.	Hirsch,	“Three	Wax	Images,	Two	Italian	Gentlemen,	and	One	English	Queen,”	in	
Magical	Transformations	on	the	Early	Modern	English	Stage,	ed.	Lisa	Hopkins	and	Helen	Ostovich	(Burlington,	VT:	Ashgate	Publishing,	2014),	155-68.	See	also	Thomas,	“The	Medieval	Space,”	10-11	
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seals	that	included	any	image	or	symbol	representative	of	himself	and	his	station,	but	by	the	middle	of	the	twelfth	century	wax	seals	had	become	extremely	common	at	the	highest	social	and	political	levels,	and	both	the	imperial	and	papal	chanceries	employed	various	types	of	seals	for	different	types	of	documents.54	Frederick	made	use	of	seals	as	a	means	to	make	official	the	words	contained	within	the	sealed	document	and	it	is	almost	certain	that	Albert,	Berthold,	and	possibly	Rupert	did	so	as	well.	Moreover,	it	is	certain	that	they	understood	their	importance.55	The	necessity	of	authenticating	written	communication	with	a	publicly	recognizable	symbol	was,	by	the	mid-twelfth	century,	an	important	condition	of	official	correspondence.	This	further	reinforces	how	the	homeomorphic	objects	of	this	
                                                        54.	Richard	Sharpe,	“Charters,	Deeds,	and	Diplomatics,”	in	Medieval	Latin:	An	
Introduction	and	Bibliographical	Guide,	ed.	F.A.C.	Mantello	and	A.G.	Rigg	(Washington	D.C.:	Catholic	University	of	America	Press,	1996),	236-37.	Also,	Michael	Clanchy,	From	Memory	to	Written	Record,	61-62	includes	two	very	helpful	charts;	the	first	details	the	number	of	letters	produced	by	the	royal	chanceries	of	England	and	France	as	well	as	the	papal	chancery	from	the	end	of	the	eleventh	century	to	the	beginning	of	the	thirteenth;	the	second	shows	the	amount	of	wax	used	per	week	by	the	English	chancery	in	the	thirteenth	century	as	evidence	of	the	tremendous	output	of	documents.	55.	On	the	wider	culture	and	implications	of	seals	and	sealing	documents	see	Martine	Fabre,	Sceau	Médiéval:	Analyse	d'une	pratique	culturelle	(Paris:	L'Harmattan,	2001).		
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period	depended	on	publicity	to	maintain	the	structure	of	the	network-world,	in	order	to	properly	traverse	conditions	of	authority	and	distance.		What	do	such	conventions	of	publicity	have	to	do	with	the	Ludus	de	
Antichristo?	First,	the	decision	to	adapt	Adso’s	narrative	as	drama	reveals	that	the	medieval	letter	was	recognized	by	contemporaries	as	inherently	performative.	The	author	of	the	Ludus	saw,	in	Adso’s	letter,	a	dramatic	narrative	jumping	off	the	page	of	his	manuscript	copy,	and	his	reading	of	the	letter	was	reinforced	by	the	public	and	dramatic	understanding	of	letters	shared	by	the	twelfth-century	author	and	his	audience.	Its	dramatic	possibilities	were	further	amplified	by	the	public	role	of	letters	in	the	greater	political	debate	over	the	limits	of	imperial	and/or	papal	authority.	Within	the	play,	that	role	was	naturally	filled	by	the	letters’	human	avatars.	In	a	more	focused	analysis,	the	delegates	of	the	Ludus	and	the	TLC	showcase	the	relationship	between	actants,	utterances,	actions,	and	the	implications	of	publicity	in	this	period.	The	Ludus	presents	its	characters	as	embodied	representations	of	the	highly	performative	practices	of	a	contemporaneous	epistolary	culture.	Performance	and	representation,	especially	in	their	corporeal	forms,	lay	at	the	heart	of	the	twelfth-century	authority,	which	the	Ludus	captures	and	embodies	as	examples	of	both	its	efficacy	and	inefficacy.56	Each	delegate,	like	the	letter,	is	a	homeomorphic	object	acting	within	Euclidian	and	network-space.	The	
                                                        56.	Peter	Haidu,	The	Subject	Medieval/Modern:	Text	and	Governance	in	the	
Middle	Ages	(Stanford,	CA:	Stanford	University	Press,	2004),	161-64.	
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pragmatic	aspects	of	medieval	letter	writing—from	parchment	preparation	to	the	affixing	of	wax	seals—mirrors	the	preparation	needed	to	educate	a	medieval	delegate.	More	will	be	said	about	this	in	Chapter	Four,	but	just	as	a	medieval	letter	had	its	own	internal	structures	that,	when	working	in	concert,	successfully	carried	it	through	network	and	Euclidian	space,	so	too	did	medieval	delegates	carry	with	them	their	training	in	proper	modes	of	address,	argument,	and	appropriate	gestures	as	a	means	to	traverse	geography	as	successfully	embodied	representations	of	authority.	Thus,	the	play’s	delegates	must	be	understood	as	embodying	Tegernsee	Abbey’s	views	on	proper	and	improper	epistolary	practices.57	While	the	speeches	of	the	delegates	in	the	Ludus	may	appear	long,	repetitive,	and	dramatically	unimportant,	when	examined	in	context	with	the	TLC	they	clearly	signal	Tegernsee’s	perspective	on	what	should	serve	as	an	example	of	a	(im)proper	and	(in)effectual	ambassadorial	techniques.	In	the	first	half	of	the	play—which	focuses	primarily	on	the	character	of	the	Emperor	and	his	attempt	to	bring	the	world’s	powers	under	his	dominion—the	Emperor	presents	his	Ambassadors	with	speeches	steeped	in	Roman	legal	precedent,	the	rhetoric	of	military	power,	and	arguments	from	classical	tradition	that	are	to	be	delivered	to	the	various	world	powers	as	evidence	of	his	authority,	legitimacy,	and	power.	The	lines	of	the	Emperor	share	significant	similarities	with	the	rhetoric	mobilized	in	correspondence	
                                                        57.	See	Enders,	Rhetoric,	103-5	on	the	medieval	aesthetics	of	performance	and	representation	that	take	into	account	space,	embodiment,	and	audience	in	the	arena	of	the	courtroom.	
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between	Emperor	Frederick	and	Abbot	Rupert	(see	note	43	above).	In	the	Emperor’s	message	to	the	King	of	the	Franks	(rex	francorum),	he	declares:	We’re	told	by	those	who	keep	the	books		 and	write	the	history	that	all	the	world	was	at	one	time		 the	Romans’	treasury.	The	strength	of	those	who	built	it	first		 was	awesome	to	behold;	but	then	it	went	from	bad	to	worse		 when	weak	men	took	control.	Empire,	bowed	to	travesty		 through	men	inferior,		we	now	with	potent	majesty			 will	once	again	restore!58		The	Ludus	establishes	the	importance	of	the	delegates	who	interpret	and	deliver	the	Emperor’s	message(s).	Imbued	with	his	authority,	they	travel	across	the	performance	space	to	approach	the	sedes	of	the	King	of	the	Franks	where	they	then	exclaim:	 All	hail,	king,	from	the	Romans’	Emperor!	He	greets	the	King	of	Franks	with	great	favor!	Because	in	all	discretion		 	 we	know	you	to	be	wise,	so	now	our	jurisdiction	you	ought	to	recognize.	The	law	to	which,	in	former	times,		 	 your	ancestors	adhered	is	still	imperial,	sublime,		 	 and	ever	to	be	feared.	To	do	his	service	willingly		 	 we	hereby	you	invite,	and	to	do	so	speedily		 	 we	eagerly	incite.59	
                                                        58.	Symes,	Antichrist,	ll.	49-60,	6.	59.	Symes,	Antichrist,	ll.	61-8,	6.	
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These	speeched	are	repeated	verbatim	by	the	Emperor	and	the	delegates,	each	time	they	are	sent	forth	to	a	new	kingdom.	As	will	be	shown	in	Chapter	Four,	these	speeches	carry	with	them	all	the	trademarks	of	proper	rhetorical	address	as	espoused	in	the	other	texts	included	in	the	manuscript	codex	containing	the	Ludus	and	the	TLC—the	Breviarium	de	dictamine	by	Alberic	of	Monte	Cassino	and	the	
Praecepta	dictaminum	by	Adalbertus	Samaritanus.		Without	a	doubt	then,	the	author	of	the	Ludus	makes	use	of	the	Imperial	Ambassadors	to	embody	excellent	and	effective	epistolary	and	diplomatic	form.60	Though	the	dramatic	action	of	these	moments	may	not	be	described	as	particularly	exciting,	at	least	to	us,	the	audience’s	interest	in	these	characters	is	tied	to	the	larger	implications	of	what	it	means	to	be	
                                                        60.	While	the	excerpts	mentioned	above	and	their	function	in	manuscript	Clm	19411	from	the	BSb	will	be	examined	in	greater	detail	in	Chapter	Four,	it	is	important	to	note	that	these	writings	make	up	the	core	aspects	of	the	medieval	ars	
dictaminis,	or	the	art	of	letter	writing,	that	was	based	upon	classical	Latin	models	and	traditions.	For	an	overview	of	the	ars	dictaminis	and	how	those	documents	informed	proper	medieval	epistolary	form	see	Malcom	Richardson,	“The	Ars	
dictaminis,	the	Formulary,	and	Medieval	Practice,”	in	Letter-Writing	Manuals	and	
Instruction	from	Antiquity	to	the	Present:	Historical	and	Bibliographic	Studies,	eds.	Carol	Poster	and	Linda	C.	Mitchell	(Columbia:	University	of	South	Carolina	Press,	2007),	52-66,	especially	56;	and	James	J.	Murphy,	Rhetoric	in	the	Middle	Ages:	A	
History	of	Rhetorical	Theory	from	Saint	Augustine	to	the	Renaissance	(Los	Angeles:	University	of	California	Press,	1974).	
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an	effective	delegate.	The	play	makes	this	explicit,	and	political,	by	placing	delegation	showing	that	effective	delegation	utilizes	rhetorical	language	and	formw	that	mirror	actual	correspondence	between	Tegernsee	and	imperial	authorities.	This	is	reinforced	through	the	movement	of	the	Imperial	Ambassadors	who	begin	and	end	their	missions	in	physical	proximity	to	the	Emperor.	Furthermore,	the	performance	of	these	speeches	and	the	movement	of	the	delegates	between	the	various	worldly	powers	collapses	the	network-world	and	the	topographic	world	of	the	play,	tying	the	delegates’	missions	to	the	immediate	political	agenda	concerns	of	the	abbey,	thereby	sending	a	message	to	Frederick	that	he	can	rely	on	the	abbey	to	train	and	provide	excellent	ambassadors	within	his	empire.		 Like	the	Emperor,	Antichrist	makes	use	delegates—but	not	honorable	ones.	The	Hypocrites	approach	the	same	powerful	figures	(except	the	King	of	Jerusalem),	but	their	speech	displays	deviations	from	the	speeches	of	the	Imperial	Ambassadors.	Each	time	the	Hypocrites	come	before	the	different	sedes	they	recite:	Greetings,	king,	we	bear	to	you		 from	our	esteemed	savior,	he	who	redeemed	our	own	kingdom–			 the	whole	globe’s	governor;	the	one	who,	as	the	Scriptures	say,		 was	promised	to	the	world,	who	has	descended	from	on	high		 sent	by	the	Father’s	word.	He	evermore	remaining	there,		 in	his	divinity,	invites	us	all	to	life	in	him		 through	his	munifency.	He	wishes	everyone	on	earth		 his	godhead	to	proclaim;	 	in	fact,	he	orders	all	the	world		 to	venerate	his	name.	But	if	with	this	new	edict’s	terms		 you	don’t	choose	to	comply,	
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upon	the	edge	of	his	sharp	sword		 you	should	prepare	to	die.61	The	content,	rhetoric,	and	approach	employed	by	the	Hypocrites	brings	to	bear	the	demanding	and	forceful	aspects	of	Antichrist’s	message,	showing	how	the	rhetorical	performance	undergird	perceptions	of	authority.	The	appeals	of	the	Imperial	Ambassadors	and	the	Hypocrites	both	begin	with	a	greeting	(salutatio)	and	then	pivot	to	describe	precedents	that	support	the	authority	of	their	lord	(narratio)	and,62	thus,	the	authority	with	which	they	travel	and	speak.	This	authority	serves	to	leave	the	recipient/hearer	with	little	choice	but	to	capitulate	to	the	request	or	demand	(petitio).	These	concepts	make	up	the	most	important	parts	of	the	ars	
dictaminis,63	and	the	Ludus	enacts	them	in	two	distinct	ways	as	a	means	to	draw	a	clear	distinction	between	the	Imperial	Ambassadors	as	the	embodiment	of	proper	and,	thus,	legitimate	authority	and	the	Hypocrites	as	perpetuating	the	deceptive	and	corrupt	authority	of	Antichrist.	The	author	makes	use	of	rhetorical	variations	to	perform	the	puncture	caused	by	Antichrist	and	his	cohorts	through	the	disruption	of	the	network-world	and	topographic	world	of	the	play.	This	leads	to	a	lack	of	efficacy	on	the	part	of	the	
                                                        61.	Symes,	Antichrist,	ll.	201-10,	17-18.	62.	Though,	as	referenced	in	Chapter	One,	the	Imperial	Ambassadors	make	use	of	the	traditional	captatio	benevolentiae	in	their	greeting,	but	the	Hypocrites	completely	omit	this	from	their	speeches,	giving	further	indication	to	their	deceptive	and	corrupt	status.	63.	See	Richardson,	“The	Ars	dictaminis,”	56.	
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Hypocrites,	whereby	Antichrist	must	resort	to	bribery	and	violence	in	order	to	bring	the	King	of	the	Franks	and	the	King	of	the	Germans	(the	same	character	as	the	Emperor	from	the	first	half	of	the	play)	to	subjugation.	Antichrist’s	Hypocrites	easily	convince	only	the	King	of	the	Greeks	to	pay	tribute	to	him,	pointing	to	the	author’s	view	of	the	Eastern	Roman	Empire	as	the	weak	link	in	this	twelfth-century	network-world—again	tying	the	delegate	characters	to	contemporaneous,	real-world	examples	of	their	function	in	a	network-world	inclusive	of	Tegernsee.	Indeed,	this	particular	episode	echoes	a	real	event:	when	Frederick	convened	the	Council	of	Pavia	in	1159,	to	name	Victor	IV	as	pope	over	the	Roman	curia’s	selection	of	Alexander	III,	the	Eastern	Roman	Emperor,	Manuel	I	Komnenos,	declared	his	support	for	Alexander	despite	Frederick’s	attempts	to	convince	him	otherwise.64	Thus,	the	Ludus	performs	the	creation	of	an	effective	and	stable	network-space	in	the	form	of	a	topographical	world	where	the	Emperor	(i.e.	Frederick)	serves	as	its	primary	actant,	yet	is	acknowledged	as	dependent	on	embodied	delegation	as	a	means	to	express	his	agency	and	purse	his	agenda.	But	the	play	also	performs	the	
                                                        64.	Paul	Magdalino,	The	Empire	of	Manuel	I	Komnenos,	1143-1180	(New	York:	Cambridge	University	Press,	1993),	64-66.	It	is	also	possible	that	the	author	of	the	
Ludus	may	have	used	this	easy	capitulation	on	the	part	of	the	King	of	the	Greeks	to	Antichrist	as	a	comment	on	the	earlier	treaty	signed	between	Frederick	and	Pope	Eugenius	III	which	included	a	provision	that	Frederick	would	come	to	Rome’s	aid	should	the	Byzantine	aspirations	look	to	the	Italian	peninsula.	See	Chapter	One,	note	70.	
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disintegration	of	this	network	through	the	introduction	of	a	foreign	actant	(i.e.	Antichrist)	operating	by	different,	erratic,	and	unjust	rules,	in	order	to	implicate	real-world	individuals	in	collapsing	the	efficacy	of	the	network	and	demonstrating	the	very	real	dangers	of	such	consequences.		 Furthermore,	one	of	the	most	fascinating	aspects	of	the	play	is	the	way	in	which	both	the	network-world	and	the	topographical	layout	of	the	performance	are	combined	into	a	single	space	in	which	actants	are	public	participants	in	the	upholding	or	undermining	of	the	structures	that	maintain	and	reify	space	as	a	conduit	for	authority;	as	actants	able	to	transnavigate	that	space,	the	delegates	are	not	without	agency	of	their	own.	The	stage	directions	instruct	the	delegates	to	move	through	the	space	to	a	much	greater	degree	than	the	relatively	stationary	characters	that	occupy	the	various	sedes	(e.g.	the	Emperor/King	of	the	Germans,	Antichrist,	the	King	of	the	Franks,	etc.).	More	will	be	said	about	this	in	Chapter	Four,	but	it	is	important	to	point	out	that	any	performance	of	the	play	presents	the	delegate	characters	in	constant	motion	between	the	sedes	and	their	occupants,	creating	a	visual	and	historically	authentic	picture	of	stationary	nodes	connected	in	the	network	by	their	movements.	The	ability	of	any	character	to	transmit	his	authority	across	space	relies	on	the	delegate	characters’	navigation	of	that	space.	Thus,	they	carry	the	authority	of	the	character	they	represent	but	also	perform	their	own	mobility	and	enable	the	dramatic	action	of	the	play.	The	Ludus	not	only	performs	a	network-world	dependent	on	delegates,	but	is	itself	dependent	on	them	for	the	successful	completion	of	its	own	story.	In	short,	the	Ludus	valorizes	the	role	of	the	delegate	precisely	because	the	monastic	community	at	Tegernsee	saw	itself	in	these	
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characters.	The	dramatic	action	of	the	play	is	made	dependent	on	the	delegate	characters	in	a	celebration	of	the	abbey’s	crucial	contribution	to	the	network-world	and	the	topographical	world	in	which	the	play	is	performed.	What	emerges	is	a	visualization	of	the	network-world	underlying	the	physical,	social,	and	political	worlds	that	any	audience	member	inhabited	in	1159.	David	P.	Schenck,	in	his	examination	of	space	in	the	twelfth-century	Anglo-Norman	epic	Chanson	de	Guillaume	(c.	1140),	calls	the	spectator	the	medieval	“vanishing	point”	into	which	the	space	of	the	epic	extends,	even	terminates.65	Indeed,	the	dramatic	sequence	of	the	Ludus	not	only	recognizes	the	audience	in	moments	such	as	the	entrance	of	the	Hypocrites	and	the	formal,	courtly	speeches	of	the	various	world	authorities,	but	envisions	them	amidst	the	performance	space,	thereby	representing	their	presence	in	the	play-world	as	well	as	the	network-world.	But	there	is	more	to	this	than	just	acknowledging	the	presence	of	an	audience.	The	play	works	to	shape	and	control	narrative	as	a	means	to	engage	the	pressing	issue	of	imperial	and	papal	authority	and	the	high	stakes	of	this	conflict	for	all	in	attendance.	In	this	way,	the	Ludus	brings	to	light	the	implications	of	publicity	in	the	formation	of	legitimacy	within	space,	particularly	through	representations	of	the	medieval	delegate.	Just	as	medieval	letters,	like	those	of	the	TLC,	were	dependent	on	conditions	of	publicity,	so	too	are	the	delegates	that	serve	as	embodiments	of	epistolary	conventions.	
                                                        65.	David	P.	Schenck,	“The	Finite	World	of	the	Chanson	de	Guillaume,”	in	
Olifant	1.1	(October	1973):	13-20.		
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More	will	be	said	in	the	following	chapter	about	publicity	in	twelfth-century	Europe—especially	as	it	pertains	to	monastic	communities.	The	focus	here	is	on	the	how	publicity	bolsters	legitimacy	and	the	recognition	of	authority.	Clearly,	both	the	TLC	and	the	Ludus	operate	within	a	strong	culture	of	performance	in	service	to	a	medieval	public	sphere.	In	Strukturwandel,	Habermas	conceives	of	a	medieval	public	sphere	that	is	extremely	limited	by	a	“feudal”	society	and	the	power	represented	by	the	personage	of	an	all-powerful	feudal	lord.66	But,	the	Ludus	and	TLC	shows	that	space	could	function	as	a	creation	of	many	different	individuals	and	communities,	and	that	publicity	was	not	something	projected	by	a	lord	onto	his	passive	vassals.		Habermas	quotes	Otto	Brunner’s	classic	study	Land	und	Herrschaft	as	a	basis	for	limiting	the	medieval	public	sphere	to	the	control	of	land,	and	the	conflation	of	public	and	private	into	the	personage	of	a	lord	by	whom	land	was	controlled.67	In	other	words,	without	a	lord	at	the	top	of	the	social	structure	land	had	no	social	meaning	because	it	through	the	lord	that	a	location	was	imbued	with	spatial	designation,	not	by	any	public	engagement	or	assent.	Furthermore,	the	maintenance	of	this	structure,	as	a	part	of	a	network-world,	was	accomplished	through	the	authority	imbued	in	representative	actants	like	letters	or	delegations.	At	first	glance,	the	TLC	and	the	Ludus	appear	to	confirm,	to	some	degree,	Habermas’	top-down	
                                                        66.	Habermas,	Strukturwandel,	17-20.	67.	Habermas,	Strukturwandel,	18.	See	also	Otto	Brunner,	Land	und	
Herrschaft:	Grundfragen	der	territorialen	Verfassungsgeschichte	Südostdeutschlands	
im	Mittelalter	(Brünn:	Roher,	1943).	
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hierarchy	of	medieval	politics	and	public	sphere	formation	as	dependent	on	a	figure	of	authority	able	to	imbue	both	space	and	people	with	his	legitimizating	force.68	But	a	closer	reading	reveals	a	much	more	complicated,	multilateral	public	sphere	formation	process	in	which	access	to	media	(e.g.		letters	and	drama)	creates	a	space	in	which	authority	is	negotiated	through	the	manipulation	of	homeomorphic	objects.	The	TLC	and	the	Ludus	show	that	though	a	lord	may	serve	as	a	source	for	authority,	as	Habermas	and	Brunner	argue,	but	the	efficacy	of	that	authority	over	distance	is	dependent	on	delegation	and	must	be	constantly	re-asserted	in	ways	perceived	as	legitimate.	Through	the	Imperial	Ambassadors	and	the	Hypocrites,	the	play	constantly	asserts	that	order	can	only	be	maintained	when	authority	is	properly	delegated—and	it	is	through	the	embodiment	of	the	delegate	characters	that	degrees	of	efficacy	are	performed.		 The	Ludus	performs	Tegernsee’s	particular	perspective	on	what	constitutes	as	legitimate	authority.	The	challenge	to	the	monastery’s	right	to	elect	its	own	abbot,	issued	by	Tegernsee’s	advocate,	Count	Henry	I	of	Wolfratshausen,	in	1155,	and	the	subsequent	appeal	to	Frederick,	who	comes	to	Tegernsee’s	aid,	is	indicative	of	the	
                                                        68.	Habermas	further	outlines	his	concept	of	the	medieval	representative	public	sphere	through	a	discussion	of	the	“political”	in	the	Middle	Ages	as	divided	between	religious	and	secular	authority	in	“’The	Political’:	The	Rational	Meaning	of	a	Questionable	Inheritance	of	Political	Theology,”	in	The	Power	of	Religion	in	the	
Public	Sphere,	ed.	Judith	Butler,	et	al.	(New	York:	Columbia	University	Press,	2011),	17-19.	
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importance	of	imperial	suzerainty	enjoyed	by	the	community	since	the	tenth	century.	It	also	upholds	the	tradition	of	self-governance	and	self-sustainability	espoused	by	the	Rule	of	St.	Benedict	and	valued	by	the	monastery.69	The	Dietramszell	issue	of	1159	and	the	arguments	made	by	Tegernsee	in	the	court	of	the	new	advocate,	Berthold,	also	fell	in	line	with	the	Rule’s	provision	that	a	prior	(or,	in	the	Augustinian	rule,	a	canon	superior)	should	be	subject	to	the	abbot.70	The	TLC	also	reveals	that	Tegernsee’s	abbot	invested	Dietramszell’s	canon	superior	with	his	temporal	authority	because	of	the	abbey’s	ultimate	rights	over	Dietramszell’s	lands.71	The	political	power,	here,	is	conceived	in	both	religious	and	secular	terms	as	
                                                        69.	St.	Benedict	of	Monte	Cassino,	The	Rule	of	Saint	Benedict	in	English,	trans.	Timothy	Fry	(Collegeville,	MN:	Liturgical	Press,	1982),	85-88.	For	the	implications	of	more	democratized	and	self-invested	institutional	commitment	within	Benedictine	communities	as	a	part	of	their	adherence	to	the	Rule	see	Emil	Inauen	et	al.,	“Monastic	Governance:	Forgotten	Prospects	for	Public	Institutions,”	in	The	American	
Review	of	Public	Administration	40.6	(2010):	631-53.	70.	Benedict,	Rule,	88-90.		71.	Rupert	of	Neuburg-Falkenstein,	Die	Tegernseer	Briefsammlung,	no.	211,	MGH	Briefe	d.	dt.	Kaiserzeit,	241,	“Ubi	omnem	actionem	et	litem	huius	questionis	data	fide	refutaverunt,	pro	se	et	pro	eadem	ecclesia	hoc	spoponderunt,	ut	is,	qui	nunc	pro	tempore	electus	est	prepositus	vel	quicumque	futuris	temporibus	essent	eligendi,completa	electione	pari	et	unanimi	voto	omnium	fratrum	vel	sa,pioris	partis	illico	ad	abbatem	monasterii	nostri	recurrere	debeant	et	ab	eo	investituram	
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a	means	to	negotiate	over	and	within	space,	indicative	of	the	larger	debate	between	spiritual	and	temporal	investiture	that	was	again	at	the	center	of	European	politics	under	Frederick	and	Alexander	III.		 But	it	is	the	crucial,	connective	role	of	delegates	that	most	challenges	Habermas’	narrow	configuration	of	the	medieval	public	sphere.	As	representatives	of	authority,	these	actants	traverse	Euclidean	space	in	order	to	maintain	a	network	that	is	necessary	for	transmission	and	maintenance	of	authority.	But,	as	homeomorphic	objects,	the	actants	also	perform	and	maintain	their	own	authority	in	the	network-world,	as	a	means	to	successfully	uphold	the	authority	they	represent.	For	example,	in	the	case	of	sealing	letters	with	wax,	Brigitte	Bedos-Rezak	explains	that,	the	“instrumentality	of	documents	was	predicated	upon	a	proper	integration	of	material	format,	rhetorical	modes,	and	graphic	design,	a	system	
                                                        temporalium	requirere	et,	nisi	certa	causa	exstiterit,	quę	impediat,	ius	fundi	atque	possessionis	sollempniter	recipere.”	Also,	Die	Tegernseer	Briefsammlung,	no.	18,	MGH	Briefe	d.	dt.	Kaiserzeit,	28,	“Cum	igitur	eadem	ecclesia	primo	tempore	fundationis	in	studio	et	disciplina	canonici	ordinis	optime	profecisset	et	studio	atque	industria/eorum,	qui	primi	propositum	artioris	vitę	ibidem	aggressi	sunt,	plurimum	adaucta	esset,	succedentibus	prosperis	et	illis	iam	senescentibus	plerique	morte	decederent,	pauci	superstites	remanerent,	adolescentes,	qui	pro	eis	ibi	surrexerunt,	ad	tantam	insolentiam	proruerunt,	ut	contra	monasterium	sancti	Quirini,	matrem	videlicet	predicte	institutionis,	calcaneum	erigerent	et	antique	institutioni	ex	toto	contradicerent.”	
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within	which	seals	anchored	the	equilibrium	of	the	whole.”72	If—due	to	poor	quality	wax	that	could	crack	or	break,	an	unreadable	or	unrecognizable	stamp,	or	improper	imprints	and/or	symbols	unable	to	ward	off	unwanted	supernatural	affects73—the	wax	is	unable	to	maintain	its	own	internal	network	structure	of	proper	elements	and	the	recipient	thus	rejects	or	questions	the	contents	and	authority	of	the	letter,	then	the	entire	network-world	breaks	down.	The	letter,	as	a	homeomorphic	object,	is	an	essential	part	of	the	network	in	which	it	performs	the	representation	of	its	author.	Thus,	the	individuals	and	systems	that	guarantee	the	efficacy	of	the	wax	seal	also	have	agency	in	the	formation	of	a	medieval	public	sphere.	Thus,	the	Ludus	presents	the	Hypocrites	as	representatives	that,	on	the	surface,	present	and	perform	those	qualities	of	legitimate	authority,	but	through	the	course	of	the	play,	reveal	themselves	to	be	corrupt—like	a	seal	that	has	stamped	them	as	illegitimate.		 The	Ludus	dramatizes	exactly	these	aspects	of	the	medieval	public	sphere	within	which	it	operated.	Visually,	the	play	sets	them	below,	or	near,	the	sedes	of	the	various	powers	as	a	visual	representation	of	their	support;	but	the	play	also	facilitates	their	easier	movement	through	the	space	and	limits	the	mobility	of	characters	upon	the	sedes.	The	delegates	define	for	the	audience	the	space	of	the	network	and	also	act	as	a	type	of	chorus,	bridging	the	physical	and	social	gap	
                                                        72.	Bedos-Rezak,	“Seals	and	Stars,”	89.	73.	Bedos-Rezak,	“Seals	and	Stars,”	92-94	cites	two	of	William	of	Auvergne’s	thirteenth-century	explorations	of	the	power	and	efficacy	of	wax	seals	from	both	De	
Legibus	and	De	Universo.	
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between	the	audience	and	the	characters	of	power.	Furthermore,	the	success	of	each	homeomorphic	message	they	carry	hinges	on	their	skillful	maintenance	of	their	own	internal	authority.	The	path	a	delegate	chooses,	the	rhetorical	and	oral	skills	employed,	the	proper	Latin	pronunciation,	a	verbatim	or	approximate	delivery	of	the	message,	and	the	proper	and	careful	use	of	gesture	and	interpretation	of	gesture	could	spell	the	success	or	failure	of	the	sender’s	intent.	Recognizing	this,	even	further	expands	the	Habermasian	idea	of	the	literary	public	sphere	(literarische	
Öffentlichkeit)	of	courtly-noble	society,	whereby	the	state	influences	the	social	through	an	educated,	or	“lettered,”	class	of	the	kind	that	developed	well	into	the	modern	era.74	The	delegate	may	represent	a	lord	or	figure	of	power	in	a	public	space,	but	it	is	the	delegate	that	successfully	lays	out	that	space	from	which	he	can	then	perform	his	duty	to	and	for	his	lord.	This	spatialization	of	the	actant,	whether	letter	or	delegate,	is	the	site	through	which	the	medieval	public	sphere	expands	beyond	the	physical	space	of	court	and	includes	monastic	communities.			 Delegates,	whether	humans	or	homeomorphic	objects,	were	the	embodied	representatives	of	political	authority	and	the	conduits	through	which	instructional	communities,	like	the	monastic	school	at	Tegernsee,	exerted	influence	on	the	political	process	of	the	twelfth	century.	Prior	to	the	growth	of	cathedral	schools,	they	were	also	the	engines	of	innovation	that	bolstered	power.	For	example,	their	landed	economic	interests,	like	that	of	Tegernsee	over	Dietramszell,	had	led	to	the	development	of	account	books	(in	the	German-speaking	areas	known	as	a	
                                                        74.	Habermas,	Strukturwandel,	44-46.	
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Traditionsbuch).	Lay	authorities	began	to	adopt	similar	practices	to	record	their	property	holdings	and	to	serve	as	legal	instruments,	even	commissioning	their	
Urbar	from	monastic	schools.75	The	negotiation	of	private	(internal)	interests	and	public	(network-world)	obligations,	too,	had	long	been	a	specialty	of	monastic	centers.	Geoffrey	Koziol	shows	that	monastic	communities	at	Corbie	and	St.	Riquier	kept	careful	records	of	disputes	with	knights,	counts,	and	even	the	King	of	France	which,	he	argues,	were	private	and	for	“the	benefit	of	their	fellows,”	because	“the	iconography	of	legitimate	authority	demanded	that	in	public	counts	be	depicted	as	protectors	of	churches.”76	But	such	information	may	have	found	its	way	into	public	arenas	via	the	cloisters’	educational	outlets.	Individuals	trained	as	delegates	within	such	communities	would	have	been	comfortable	existing	within	this	marginal	space	between	privacy	and	publicity.	Indeed,	monastic	communities	like	Tegernsee	
                                                        75.	For	the	growth	of	the	Urbar	as	a	phenomenon	related	to	the	
Traditionsbuch	beginning	in	the	eleventh	century	see	John	B.	Freed,	“Bavarian	Wine	and	Woolless	Sheep:	The	Urbar	of	Count	Sigiboto	IV	of	Falkenstein	(1126-ca.	1198),”	in	Viator	–	Medieval	and	Renaissance	Studies	35	(2004):	71-77.	Freed’s	article	discusses	the	twelfth-century	Codex	Falkensteinensis	which	may	have	had	some	connection	to	Tegernsee	through	abbot	Rupert.	Although	there	remain	few	historical	records	connecting	Rupert	to	the	Falkenstein	family	of	Sigiboto,	there	is	no	doubt	that	Sigiboto’s	family	had,	at	one	time,	been	connected	to	Tegernsee	as	its	advocates;	see	Noichl,	Codex	Falkensteinensis,	especially	77*-79*.	76.	Koziol,	Begging	Pardon	and	Favor,	207-13,	quotation	from	208.		
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produced	documents	like	the	Ludus	and	maintained	records	like	the	TLC	precisely	as	a	way	to	manage	the	internal	affairs	and	aims	of	the	monastery	while	also	employing	them	as	tools	specifically	meant	to	aid	the	monastic	in	the	navigation	of	a	public	sphere.		 As	a	creation	of	the	Tegernsee	monastery,	there	is	an	added	layer	behind	the	public	speeches	of	the	delegate	characters	in	the	play.	The	Ambassadors	sent	from	the	Emperor	speak	of	him	and	his	authority	as	legitimated	through	legal	precedent	and	wielded	in	the	person	of	a	reasonable	and	munificent	ruler.	They	publicly	embody	the	studious	and	respected	figure	of	their	lord.	Although	this	narratio	is	initially	rejected	by	the	King	of	the	Franks—which	presents	him	as	potentially	illegitimate	and/or	unreasonable—this	rhetoric	proves	to	be	particularly	effective	in	the	first	half	of	the	play.	By	contrast,	the	delegates	of	Antichrist	publicly	speak	of	their	lord	as	a	Christ-figure—a	signification	to	the	play’s	audience	of	their	heresy—using	little	to	back	their	claim,	and	also	as	a	powerful	individual	ready	to	meet	any	disagreement	with	violence.	In	doing	so,	Tegernsee	presents	itself	as	a	pro-Imperial	and	a	valued	asset	in	the	necessary	instruction	of	those	that	would	serve	in	delegate	roles.	Thus,	individuals	trained	at	Tegernsee	that	may	have	gone	on	to	serve	as	courtiers,	delegates,	and	other	political	functionaries	also	knew	how	to	navigate	the	various	spheres	within	which	they	moved.	Such	transferring	of	information	in	the	personage	of	these	individuals	constitutes	a	freer	flowing	exchange	between	figures	of	political	power	and	the	publics	under	their	authority.
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CHAPTER	3:	THE	LITURGY	AND	MONASTIC	AUDIENCES		Finally,	there	is	a	play	which	was	almost	certainly	performed	at	Advent.	This	is	the	Tegernsee	play	of	Antichristus…It	must	have	taken	up	the	whole	nave	of	some	great	church.1		It	contains	one	or	two	liturgical	pieces,	and	includes	choral	repetitions	suggestive	of	liturgical	singing;	but	these	do	not	establish	it	as	related	directly	to	the	services	of	the	Church.2			 Two	of	the	earliest	English-language	authorities	for	medieval	drama,	quoted	above,	appear	to	have	contrasting	views	regarding	the	liturgical	nature	of	the	Ludus	
de	Antichristo.	Karl	Young	points	to	E.A.F.	Michaelis	and	the	1913	publication	of	
Zeitschrift	für	deutsches	Altertum,	in	which	Michaelis	provides	a	list	of	Biblical	and	potentially	liturgical	allusions	in	the	Ludus;3	from	this,	Young	concludes	that	the	play	contains	liturgical	elements	yet	is	not	itself	a	liturgical	play	(even	though	he	includes	the	play	in	his	tome	dedicated	specifically	to	liturgical	drama).	E.K.	Chambers,	on	the	other	hand,	writes	that	“certainly”	the	play	was	a	part	of	the	Advent	liturgy.	But	his	certainty	was	the	product	of	the	allusions	made	by	Gerhoh	of	Reichersberg	to	particular	Antichrist	ludi	that	were	traditionally	played	at	Advent,	and	to	an	Italian	Antichrist	play	that	explicitly	places	itself	within	the	same	liturgical	season.4	Since	then,	this	incorrect	association	of	Gerhoh’s	polemic	with	the	Ludus,	
                                                        1.	Chambers,	The	Mediaeval	Stage	vol.	II,	62-63.		2.	Young,	Drama	of	the	Medieval	Church	vol.	II,	394.	3.	Michaelis,	“Zum	Ludus	de	Antichristo,”	75.		4.	Chambers	cites	Creizenach,	Geschichte	des	neueren	Dramas	vol.	I	(Halle:	Max	Niemeyer	Verlag,	1911),	70	(n.	3),	and	75-76	for	the	inclusion	of	Gerhoh’s	
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along	with	those	early	assessments	of	the	liturgical	elements	of	the	play,	have	resulted	in	scholars	categorizing	it	specifically	as	a	liturgical	drama5—which	is	itself	a	problematic	and	modern	taxonomic	categorization.6	For	the	purposes	of	this	chapter,	I	will	follow	the	lead	of	Carol	Symes	and	her	study	of	medieval	understandings	of	liturgia,	best	defined	as	“the	public	work	of	a	particular	group	of	people,	the	shared	performances	that	come	to	define	that	group.”7	
                                                        polemical	treatise	as	evidence	of	an	Advent	setting	for	the	Ludus.	Chambers	also	cites	Alessandro	D'Ancona,	Origini	del	teatro	italiano:	con	due	appendici	sulla	
rappresentazione	drammatica	del	contado	toscano	e	sul	teatro	mantovano	nel	sec.	XVI	(Torino:	Leoscher,	1891),	141	to	support	a	wider	tradition	of	Antichrist	plays	tied	to	the	Advent	season.	5.	See	Axton,	European	Drama,	92-93;	Hardison,	Christian	Rite	and	Christian	
Drama,	224	(Hardison	associates	Antichrist	with	the	Easter	liturgical	season);	William	Tydeman,	The	Theatre	in	the	Middle	Ages:	Western	European	Stage	
Conditions,	c.	800-1576	(Cambridge:	Cambridge	University	Press,	1978),	127;	and	Glynne	Wickham,	The	Medieval	Theatre	(Cambridge:	Cambridge	University	Press,	1974),	50-51.	6.	See	Carol	Symes,	“Liturgical	Texts	and	Performance	Practices,”	in	
Understanding	Medieval	Liturgy,	eds.	Helen	Gittos	and	Sarah	Hamilton	(Aldershot:	Ashgate,	2015),	239-67.		Symes	details	a	taxonomic	history	for	the	use	of	the	term	‘liturgy’	to	describe	the	performance	and	documentation	of	religious	performance.	7.	Symes,	“Liturgical	Texts,”	260.		
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	 What	is	clear	is	that	much	of	the	early	scholarship	surrounding	the	play	attempted	to	fit	it	within	a	canonical	liturgical	framework—not	only	because	it	contains	liturgical	elements,	but	because	the	idea	of	an	early	Latin	drama	that	is	not	also	liturgical	does	not	fit	the	established	narrative	of	medieval	drama,	whereby	scripted	drama	re-emerges	in	Europe	beginning	as	liturgical	tropes/settings	sometime	in	the	ninth	century	before	eventually	developing	into	the	secular	scripted	plays	of	the	later	medieval	period.8	The	Ludus	de	Antichristo	also	lies	outside	many	generic	classifications	of	medieval	drama	created	by	twentieth-century	theatre	historians	because	scholars	could	not	agree	on	the	exact	liturgical	setting	for	the	play’s	performance.9	Indeed,	the	earliest	treatment	of	the	manuscript	containing	the	Ludus	inaccurately	associates	it	with	the	Easter	liturgy,	going	so	far	
                                                        8.	This	paradigm	is	succinctly	laid	out	by	Rainer	Warning	and	Marshall	Brown,	“On	the	Alterity	of	Medieval	Religious	Drama”	in	New	Literary	History	10.2	(Winter,	1979):	265-92,	at	267-8.	On	the	emergence	and	growth	of	new	historiographical	models	see	Symes,	“The	Medieval	Archive,”	29-58.	See	also	Nils	Holger	Petersen,	“Biblical	Reception,	Representational	Ritual,	and	the	Question	of	‘Liturgical	Drama,’”	in	Sapientia	et	Eloquentia,	eds.	Gunilla	Iversen	and	Nicolas	Bell	(Turnhout:	Brepols,	2009),	163-202.	9.	The	thinking	behind	this	methodology	that	seeks	to	attach	drama	to	specific	liturgical	settings	was	best	defined	by	Hardison,	Christian	Rite	and	Christian	
Drama,	viii	where	he	states	that	“the	Mass	and	the	Church	year	attempt	not	only	to	document	attitudes,	but	also	to	reconstruct	the	services	on	which	they	were	based.”	
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as	to	title	the	play	the	“Ludus	Paschalis	de	Adventu	et	interitu	Antichristi,”10	and	establishing	a	tradition	in	German-language	scholarship	of	connecting	the	play	to	the	Easter	season.	By	the	late	nineteenth	and	early	twentieth	centuries,	the	question	of	liturgical	setting	grew	to	the	level	of	a	scholarly	“problem”	that	also	found	its	way	into	English-language	scholarship.11		 The	Ludus	does	not	fit	into	the	misleading	historical	narrative	that	emerged	from	twentieth-century	medieval	drama	scholarship	specifically	because	liturgical	elements	within	the	dramatic	action	of	the	play	are	not	necessarily	performed	in	
                                                        10.	Pez,	Thesaurus	Anecdotorum	Novissimus	vol.	II,	part	3,	187.	On	the	continuation	of	Pez’s	liturgical	setting	see	also	Johann	Georg	Veit	Engelhardt,	Dies	
memoriae	Jesu	Christi	vitae	restituti	pie	celebrandos:	Disseritur	de	ludo	paschali	
saeculi	duodecimi	qui	inscriptus	est:	De	adventu	et	interitu	Antichristi	(Erlangen:	Typis	Jugeanis,	1831),	131-58.	11.	Some	of	these	influential	examinations	of	the	play	posit	potential	ties	to	the	liturgy,	but	make	little	to	no	attempt	to	place	it	solidly	within	a	liturgical	setting.	See	Karl	Reuschel,	Die	deutschen	Weltgerichtsspiele	des	Mittelalters	und	der	
Reformationszeit	(Leipzig:	E.	Avenarius,	1906),	2-3.	Also,	Wilhelm	Gundlach,	
Heldenlieder	der	deutschen	Kaiserzeit	vol.	III	(Innsbruck:	Wagner’sche	Universitäts-Buchhandlung,	1899),	814	suggests	the	highly	repetitive	nature	of	the	dialogue	mirrors	liturgical	form.	But	some	seek	to	confirm	or	follow	Pez;	see	Richard	Froning,	
Das	Drama	des	Mittelalters	vol.	I	(Stuttgart:	Union	Deutsche	Verlagsgesellschaft,	1892),	200	and	Zezschwitz,	Vom	römischen	Kaisertum	deutscher	Nation,	99-100.	
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service	to	the	act	of	worship.	The	play	is	accordingly	often	neglected,	or	remains	merely	a	footnote	to	the	larger	narrative	of	medieval	theatricality	in	which	drama	cannot	and	did	not	emerge	until	it	becomes	a	scripted	practice	removed	from	liturgical	settings	to	civic	settings.12	In	the	most	commonly-held	narratives	on	early	medieval	drama,	the	liturgy	serves	as	the	source	from	which	medieval	drama	emerges.	David	Bevington,	in	the	recently	published	second	edition	of	his	standard	anthology	of	Medieval	Drama,	explains	that	his	decision	to	include	the	twelfth-century	Ordo	representacionis	Ade	(Play	of	Adam,	late	twelfth	century)	instead	of	(or	in	addition	to)	the	contemporaneous	Ludus	de	Antichristo	was	based	solely	on	the	need	to	limit	the	length	of	the	volume.13	But	this	avowed	rationale	nevertheless	perpetuates	the	teleological	narrative	of	medieval	drama	born	from	liturgical	dialogues	and	maintained	by	the	Church	until	scripted	vernacular	dramas	reached	
                                                        12.	On	the	appearance	of	liturgical	dramatic	tropes	beginning	only	in	the	tenth	century	and	supposedly	confined	to	clerical	audiences	within	monastic	spaces	see	David	Bevington,	Medieval	Drama,	2nd	ed.	(Indianapolis,	IN:	Hackett	Publishing,	2012),	21-24.	See	also	see	Katie	Normington,	Medieval	English	Drama	(Cambridge,	UK:	Polity	Press,	2009),	17,	which	opens	with	the	chapter,	“Drama	of	Enclosure:	Convent	Drama.”	13.	Bevington,	Medieval	Drama,	xvii.	Bevington	also	neglects	the	many	non-liturgical	plays	of	Arras	from	the	twelfth	and	thirteenth	centuries,	such	as	Le	Jeu	de	
Robin	et	Marion.	In	fact,	no	plays	from	the	thirteenth	century	are	included	in	Bevington’s	anthology.	
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popular	interest	beginning	in	the	thirteenth	century.14	The	Ludus	does	not	fit	within	Bevington’s	structure	precisely	because,	while	informed	by	liturgical	conventions	in	its	staging	and	composition,	it	does	not	appear	to	have	been	confined	within	a	liturgical	service.	What	results,	therefore,	is	a	tidy	categorization	of	medieval	dramatic	material	that	re-inscribes	the	paradigm	of	Chambers	and	Young.	The	liturgy	is	maintained	as	the	center	of	early	medieval	dramatic	form.	But	a	play	like	the	Ludus	de	Antichristo	also	finds	itself	on	the	fringe	of	a	liturgically-centered	theatre	history	because	the	locus	of	early	medieval	drama	is	monastic,	not	liturgical.	Much	of	extant	early	medieval	drama	is	a	product	of	specific	monastic	communities—copied,	adapted,	modified,	and	utilized	by	and	for	monks.	Thus,	placing	monasteries	and	their	communities	at	the	center	of	early	medieval	drama	reveals	how	the	liturgy	served	as	a	“performance	literacy	[that]	informed	the	rubric,	structure,	content,	and	voice	of	medieval	documents	over	time.”15	This	chapter	therefore	explores	the	liturgical	elements	of	the	Ludus	de	Antichristo	as	familiar	and	propagandistic	structures	employed	by	the	play’s	medieval	author(s)	to	engage	the	wider	European	network	of	monastic	communities	explored	in	Chapter	Two.	The	liturgy	was	not	just	a	framework	for	constructing	the	drama/script	of	the	
                                                        14.	Bevington	does	not	even	mention	his	neglect	of	the	Terentian	adaptations	of	Hrotsvitha	of	Gandersheim	(c.	935-c.	1002),	the	eleventh-century	Latin	plays	of	Hildesheim,	the	many	civic-minded	vernacular	plays	of	thirteenth-century	Arras,	or	even	the	popular	pedagogical	twelfth-century	plays	of	Babio	and	Pamphilus.	15.	Thomas,	“The	Medieval	Space,”	5.	
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play,	but	also	its	performance:	specifically,	the	relationship	between	space	and	action	that	leads	to	the	unscripted	meaning-making	which	was	(and	remains)	a	crucial	and	understudied	aspect	of	the	Ludus.	Therefore,	through	an	examination	of	extant	contemporaneous	plays	and	their	comparative	liturgical	elements,	this	chapter	posits	the	liturgical	components	of	the	Ludus	as	didactic	and,	in	some	cases,	similar	to	didascaliae	that,	in	addition	to	their	instructiveness	for	performance,	were	signifiers	and	producers	of	political	and	ecclesiastical	meaning—not	unlike	the	monastic	details	in	the	script’s	dialogue	and	didascaliae,	also	covered	in	Chapter	Two.	I	contend	that	the	Ludus	de	Antichristo	points	to	a	well-established	theatrical	literacy	already	well	developed	in	twelfth-century	Europe:	a	public	vocabulary	that	borrowed	from	familiar	aspects	of	the	highly	structured	and	ritualized	systems	of	the	liturgical	communication	shared	in	the	widest	possible	ways	among	monastic	communities	and	their	powerful	political	patrons/audiences.	To	that	end,	this	chapter	will	also	challenge	the	still-entrenched	narrative	of	theatre	history,	as	outlined	above,	whereby	medieval	drama	was	an	emergent	expansion	of	representative	modes	centered	on	the	practice	of	the	liturgy;16	it	shows	that	early	medieval	drama	must	be	understood,	not	as	a	byproduct	of	religious	worship,	but	as	a	vehicle	for	secular,	political,	and	regional	concerns	couched	in	widely	recognizable	forms	of	performance.	
Monastic	Audiences	and	Liturgical	Performance	
                                                        16.	See	Donnalee	Dox,	The	Idea	of	Theater,	43.	
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	 The	Ludus	de	Antichristo	contains	two	very	clear	liturgical	elements:	the	Alto	
consilio	conductus	(often	used	in	settings	surrounding	the	Christmas	season)	and	the	Judaea	et	Jerusalem	nolite	timere	antiphon	&	responsory	(elsewhere	associated	with	Christmas	Eve).	The	scribe	even	labeled	the	Alto	consilio	as	a	conductus—clearly	identifying	it	as	liturgical.	Two	further	components	are	found	in	liturgical	settings	from	the	period:	the	firmetur	manus	tua	et	exaltetur	dextera	tua,	which	was	often	reserved	for	Christmas	matins	and/or	as	an	ordo	for	coronations,	and	the	
Laudem	dicite	deo	nostro	antiphon	from	the	All	Saints	liturgy.	Several	examples	of	these	ordines	from	the	eleventh	and	twelfth	centuries	are	tied	to	the	season	of	Advent,	which	surely	influenced	E.K.	Chambers	to	associate	the	Ludus	with	that	time	of	the	liturgical	calendar.	Furthermore,	the	eschatological	themes	and	setting	of	the	play	reinforce	important	theological	and	doctrinal	concepts	associated	with	monastic	celebrations	of	Advent:	namely,	that	the	anticipation	associated	with	Christ’s	birth	should	carry	beyond	the	immediacy	of	the	Christmas	season	towards	a	personal	expectation	of	the	Second	Coming.17	Thus,	it	is	vital	to	examine	the	ways	in	
                                                        17.	Anke	Holdenried,	The	Sibyl	and	Her	Scribes:	Manuscripts	and	
Interpretation	of	the	Latin	Sibylla	Tiburtina	c.	1050–1500	(New	York:	Routledge,	2006),	82-3	explores	the	fifth-century	pseudo-Augustine	Vos	inquam	trope	for	its	eschatological	theology	and	its	implementation	within	the	Matins	service	of	the	Christmas	liturgy	for	Benedictine	monastic	houses	since	Paul	the	Deacon	in	the	eighth	century.	See	also	Margot	E.	Fassler,	“Sermons,	Sacramentaries,	and	Early	Sources	for	the	Office	in	the	Latin	West,”	in	The	Divine	Office	in	the	Latin	Middle	Ages:	
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which	extant	liturgical	documents	capture	concepts	of	theology,	doctrine,	and	eschatology	that	are	then	reified	in	performance	precisely	because	the	author	of	the	
Ludus	de	Antichristo	encodes	significant	information	and	meaning—indeed,	the	most	radical	and	political	elements	of	the	play—for	audiences	deeply	familiar	with	the	liturgy.		 Indeed,	missing	amongst	the	scholarly	examinations	of	source	material	for	the	Ludus	de	Antichristo	is	any	emphasis	on	the	significance	attached	to	the	Sibylline	Tradition	evident	in	many	extant	eschatological	sources—specifically	in	devotional	and	didactic	materials	of	monastic	culture	starting	in	the	eleventh	century.	According	to	Anke	Holdenried,	the	fourth-century	eschatological	narrative	attributed	to	the	Tiburtine	Sibyl	(the	Tiburtina)	was	a	prominent	text/trope	often	included	in	monastic	manuscripts	alongside	Adso’s	treatise	and	the	Revelationes	of	pseudo-Methodius:18	both	important	sources	for	the	author	of	the	Ludus.	Holdenried	pushes	back	against	the	scholarly	perception	that	the	“millennial	themes”	of	these	texts	and	a	general	monastic	anxiety	regarding	a	corresponding	“end	times”	resulted	in	their	proximity	in	many	manuscripts.	Rather,	Holdenried	posits—specifically	citing	the	twelfth-century	MS	Lambeth	Palace	420	(MS	LP	420)	
                                                        
Methodology	and	Source	Studies,	Regional	Developments,	Hagiography,	eds.	Margot	E.	Fassler	and	Rebecca	A.	Baltzer	(New	York:	Oxford	University	Press,	2000),	15-17,	21-22,	and	35.	18.	Holdenried,	The	Sibyl	and	Her	Scribes,	81-83,	but	especially	Chapter	6,	111-30.	
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amongst	an	exhaustive	list	of	extant	sources—that	“the	juxtaposition	of	the	Tiburtina	with	other	Antichrist	texts	is	better	understood	in	the	specific	context	of	the	manuscripts’	didactic	and	devotional	purpose,”	on	the	evidence	that	many	of	the	manuscripts	that	contain	all	three	texts	are	“made	up	of	theological	material	intended	to	edify	and	instruct.”19	Indeed,	included	amongst	the	many	extant	sources	examined	by	Holdenried	is	a	twelfth-century	manuscript	from	the	library	housed	at	Erlangen-Nuremberg	University	(MS	176)	with	a	probable	origin	from	the	Heilsbronn	Abbey	just	west	of	Nuremberg	(and	about	140	miles	north	of	Tegernsee).	It	is	an	example	of	a	manuscript	contemporary	to	the	Ludus	that	contains	the	apocalyptic	and	eschatological	texts	of	Adso,	pseudo-Methodius,	and	the	Tiburtina	bound	into	a	manuscript	mostly	made	up	of	Augustine’s	Enchiridion	(c.	420),	the	works	of	Church	Fathers	such	as	Isidore	of	Seville,	and	classical	authors	like	Seneca	[the	Younger].20		 The	manuscript	culture	that	informs	these	documents,	as	well	as	the	codex	that	contains	the	Ludus,	will	be	explored	in	more	detail	in	the	following	chapter.	But	it	is	important	to	point	out	here	that	the	inclusion	of	the	Tiburtina,	given	its	Late	
                                                        19.	Holdenried,	The	Sibyl	and	Her	Scribes,	83;	for	an	easy	to	read	yet	detailed	table	of	the	extant	manuscripts	containing	the	Tiburtina	and	a	description	of	their	rubrics	from	just	before	the	twelfth	century	to	the	sixteenth	century	see	84-92.	20.	See	Hans	Fischer,	Katalog	der	Handschriften	der	Universitätsbibliothek	
Erlangen	vol.	1	(Erlangen:	Erlangen	University	Library,	1928)	194-5.		
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Antique	origins	(c.	fourth	century),21	is	not	necessarily	a	sign	of	eschatological	angst	but,	like	its	medieval	counterparts	of	pseudo-Methodius	and	Adso,	signals	a	call	to	a	vigilant	faithfulness	in	monastic	practice.22	Including	the	example	of	MS	176	noted	above,	three	further	twelfth-century	manuscripts	examined	by	Holdenried	contain	the	Enchiridion	as	well	as	the	eschatological	texts	of	Adso,	Pseudo-Methodius,	and	the	Tirburtina,23	suggesting	that,	by	the	twelfth	century,	the	eschatology	of	this	collection	served	as	a	vehicle	for	imbuing	urgency	into	soteriological	practices	not	necessarily	linked	either	to	millenarianism	or	the	liturgical	calendar.	As	Giles	Constable	points	out,	the	larger	manuscript	culture	of	the	twelfth	century	aimed	“to	reshape	contemporary	society	in	accord	with	standards	derived	from	the	past	and,	increasingly	as	time	went	on,	projected	into	the	future.”24	
                                                        21.	Holdenried,	The	Sibyl	and	Her	Scribes,	xvii;	see	also	3-30	for	the	textual	and	editorial	history	of	the	Tiburtine	Sibyl’s	prophesies.	22.	Holdenried,	The	Sibyl	and	Her	Scribes,	94-104.	See	also	Fassler,	“Sermons,	Sacramentaries,	and	Early	Sources,”	21-22.	See	also	Giles	Constable,	“Renewal	and	Reform	in	Religious	Life:	Concepts	and	Realities,”	in	Renaissance	and	Renewal	in	the	
Twelfth	Century,	eds.	Robert	Louis	Benson	et	al.	(Toronto:	University	of	Toronto	Press,	1991).	23.	Those	manuscripts	as	listed	in	the	order	presented	by	Holdenried	in	The	
Sibyl	and	Her	Scribes,	86	are	Metz	Bibliothèque	municipale	1212;	Munich	BSb	clm	17742;	and	Rein	Stiftsbibliothek	40.	24.	Constable,	“Renewal	and	Reform	in	Religious	Life,”	38.		
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Such	an	approach	was	certainly	understood	and	employed	at	Tegernsee	Abbey	and	clearly	informs	the	creation	of	texts	like	the	Ludus	de	Antichristo.	Bernard	McGinn,	in	his	translation	and	accompanying	analysis,	explains	that	the	Tirburtine	Sibyl	originates	in	the	fourth	century	CE	in	the	Greek	language	and	a	[now	lost]	contemporaneous	Latin	translation	followed.	This	Latin	translation	“was	reworked	in	the	late	tenth	or	early	eleventh	century,	probably	in	northern	Italy…[then]	was	twice	revised.”25	Tegernsee’s	location	and	its	connection	to	politically	and	economically	valuable	routes	connecting	Bavaria	to	the	Italian	peninsula	underlies	the	significance	of	this	tradition	reaching	northern	Italy	by	the	tenth	century.	Indeed,	McGinn’s	translation,	based	on	one	of	the	later	revisions,26	shows	that	the	Tiburtina	certainly	contains	parallel	materials	to	the	Ludus;	specifically,	the	narrative	concerning	a	Last	Emperor.	But	more	importantly,	McGinn	highlights	this	
                                                        25.	Bernard	McGinn,	Visions	of	the	End:	Apocalyptic	Traditions	in	the	Middle	
Ages	(New	York:	Columbia	University	Press,	1979),	43-4.	On	the	“Last	Emperor”	trope	associated	with	the	Tiburtina	see	Majorie	Reeves,	“The	development	of	apocalyptic	thought:	medieval	attitudes,”	in	The	Apocalypse	in	English	Renaissance	
Thought	and	Literature,	eds.	C.A.	Patrides	and	Joseph	Wittreich	(Manchester:	Manchester	University	Press,	1984),	45.	26.	McGinn’s	translation	comes	from	the	edition	of	Ernst	Sackur,	Sibyllinische	
Texte	und	Forungen	(Halle:	Niemeyer,	1898);	see	McGinn,	Vision	of	the	End,	50	and	for	the	textual	history	see	43-4.	
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medieval	addition	of	a	Last	Emperor	to	the	eschatological	narrative	sometime	before	the	tenth	century.	Taking	stock	of	the	strong	scholarly	positions	of	both	Holdenried	and	McGinn	regarding	the	history	and	reception	of	the	Tiburtina	reveals	that	medieval	monastic	communities	not	only	re-shaped	its	narrative	before	the	tenth	century	(i.e.	before	the	turn	of	the	millennium),	but	they	likely	did	so	for	the	sake	of	their	own	edification	and	instruction.	In	other	words,	the	Tiburtina	points	to	eschatology	as	platform	upon	which	to	present	a	far	wider	array	of	monastic	concerns	than	just	millenarianism.	While	McGinn	points	to	the	historical	and	theological	contexts	that	gave	rise	to	the	Tiburtina,	Holdenried	identifies	how	such	texts	take	on	new	meaning	in	the	light	of	scribal	and	manuscript	traditions,	taking	into	account	shared	practices	that	speak	to	a	document’s	wider	publicity:	including	annotations,	rubrics,	and	“recollecting	memory.”27	What	emerges,	then,	is	a	wider	picture	of	the	Tiburtina’s	uses,	wherein	a	sphere	of	expectations	shapes	reception	of	the	text	until	a	discourse	emerges	that	re-shapes	the	expectations	and	reception.28	So,	while	the	
                                                        27.	Holdenried,	The	Sibyl	and	Her	Scribes,	116.	Holdenried	borrows	the	term	“recollecting	memory”	and	its	theoretical	framework	from	M.J.	Carruthers,	The	Book	
of	Memory:	A	Study	of	Memory	in	Medieval	Culture	(Cambridge:	Cambridge	University	Press,	1990).		28.	This	process	is	expertly	described	in	the	context	of	the	so-called	Berengar-Lanfranc	Eucharist	controversy	and	the	proscriptive	aims	of	the	Regularis	
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Tiburtina	may	have	been	constructed	and	received	along	eschatological	themes	during	late	antiquity,	the	central	Middle	Ages	mark	a	period	of	heavy	monastic	influence	that	does	not	negate	its	historical	eschatology	but	presents	it	as	a	wider	concern	for	individual	monks	and	nuns,	and	which	constructs	a	frame	for	the	soteriological	importance	of	the	Tiburtina.	In	other	words,	the	subject	matter	of	the	text	is	employed	to	gain	a	foothold	in	the	wider	conversation	concerning	the	end-times,	but	has	personal	spiritual	practice	as	its	primary	aim.		Adso	and	the	pseudo-Methodius	have	long	occupied	firm	ground	as	source	material	for	the	Ludus	de	Antichristo,	but	their	common	associations	with	the	Tiburtina,	especially	by	the	twelfth	century,	suggest	that	it	too	must	occupy	a	position	in	the	conversation	regarding	sources.	This	is	particularly	true	in	the	Tiburtina’s	liturgical	setting,	the	Vos	inquam	(by	Paul	the	Deacon,	eighth	century):	a	popular	and	wide-spread	Benedictine	lectio	for	the	Matins	liturgy	of	Christmas,	or	possibly	for	some	other	part	of	the	Advent	season.29	Furthermore,	familiarity	with	the	Tiburtina	vis-à-vis	the	Vos	inquam	liturgy	was	not	unlikely	for	a	monastery	with	a	strong	educational	reputation	like	Tegernsee.30	Thus,	the	liturgical	setting	for	the	
                                                        
concordia	tradition	in	Michal	Kobialka,	This	is	My	Body:	Representational	Practices	in	
the	Early	Middle	Ages	(Ann	Arbor:	University	of	Michigan	Press,	1999),	101-146.		29.	Holdenried,	The	Sibyl	and	Her	Scribes,	119.	See	also	Fassler,	“Sermons,	Sacramentaries,	and	Early	Sources,”	35-6.	30.	Susan	Boynton,	“Training	for	the	Liturgy	as	a	Form	of	Monastic	Education,”	in	Medieval	Monastic	Education,	eds.	George	Ferzoco	and	Carolyn	
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Vos	inquam	cannot	be	ignored	in	considerations	of	other	liturgical	settings	also	evident	in	the	Ludus,	that	are	centered	around	the	Christmas	season.	Clearly,	the	eschatology	of	the	Tiburtina	supports	the	salvific	triumph	of	Christ’s	two	comings;	and	this	certainly	supports	Chambers’	estimation	that	the	play	was	intended	for	an	Advent	liturgical	setting.	But,	though	a	drama	or	liturgical	text	may	gesture	to	a	particular	season	or	setting,	rather	than	fixing	itself	to	a	specific	time	of	the	year,	it	is	still	important	to	question	how	the	invocation	of	this	liturgical	setting	provides	greater	context	for	the	political	and	public	aims	of	the	Ludus.	Indeed,	the	Vos	inquam	liturgy	celebrates	and	reifies	the	eschatological	message	of	the	Christian	narrative	(i.e.	that	Christ	brought	salvation	at	the	Nativity	and	will	again	at	the	Second	Coming),	but	it	also	serves	as	vehicle	for	more	targeted	soteriological	concerns	instilled	within	Benedictine	monasticism	since	the	Carolingian	period.	As	a	lectio,	the	Vos	inquam	was	“orally	constituted	and	interpreted	for	its	significance”	within	the	lives	of	the	monastic	community.31	The	soteriological	
                                                        Muessig	(New	York:	Leicester	University	Press,	2000),	15.	See	also	Ernst	Ralf	Hintz,	
Learning	and	Persuasion	in	the	German	Middle	Ages	(New	York:	Garland,	1997),	3-78.	For	a	summarization	of	Tegernsee’s	archival	practices	and	pedagogical	history	as	a	Benedictine	community	see	M.	Dorothy	Neuhofer,	In	the	Benedictine	Tradition:	
The	Origins	and	Early	Development	of	Two	College	Libraries	(Lanham:	University	Pressof	America,	1999),	38.	31.	Martin	Irvine,	The	Making	of	Textual	Culture:	‘Grammatica’	and	Literary	
Theory,	350-1100	(Cambridge:	Cambridge	University	Press,	1994),	191-2,	at	192		
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tradition	of	the	Vos	inquam	indicates	a	flexibility	in	liturgical	interpretation,	whereby	the	seasonal	setting	and	scriptural	references	serve	as	a	familiar	entry	point	to	the	wider	aims	of	Christian	edification	and	instruction	while	also	maintaining	a	more	specific	poignancy	shaped	by	its	textual	history.	The	Ludus	de	
Antichristo	clearly	participates	in	this	tradition.	As	Chapter	One	explains,	the	play	is	in	conversation	with	wider	monastic	communities—ones	that	potentially	share	degrees	of	anti-papal	sentiment	and,	therefore,	are	able	to	“read”	(for	example)	the	performance	of	the	Hypocrites	not	only	as	polemical	but	as	specifically	targeted	to	this	sympathetic	audience	beyond	Tegernsee.	The	Vos	inquam,	with	its	soteriological	aim	wrapped	within	eschatological	subject	matter,	shows	that	the	liturgy	could	be	similarly	shaped	for	propagandistic	aims	due	to	its	wider	familiarity	amongst	monastic	communities.	Carol	Symes	points	out	that	the	extant	manuscript	records	of	liturgies	belie	their	actual	malleability	in	respect	to	the	needs,	anxieties,	instructions,	authority,	and	other	forces	at	work	on	regional	monastic	communities.32	Susan	Boynton	examines	the	propagandistic	affect	that	liturgical	experimentation	upheld	within	the	monastery	at	Farfa	in	the	eleventh	and	twelfth	centuries—promoting	a	specific	narrative	in	relation	to	its	own	history	and	the	authority	of	its	reliquary—but,	importantly	for	this	study,	identifies	the	monastery	as	a	node	of	liturgical	exchange	from	which	adaptation	and	innovation	is	debated,	implemented,	adjusted,	and	re-
                                                        32.	Symes,	“Liturgical	Texts	and	Performance	Practices,”	252-51.		
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entered	into	the	processes	of	exchange	across	Europe33—especially	through	means	that	are	not	always,	or	not	immediately,	reflected	in	manuscripts.	Therefore,	examining	the	liturgical	gestures	of	the	Ludus	enables	us	to	unpack	how	the	play	performs	the	traditions	of	its	community	in	order	to	stake	out	a	specific	position	within	a	wider	debate.	The	first	recognizable	liturgical	element	utilized	by	the	Ludus	de	Antichristo	occurs	shortly	after	the	beginning	of	the	play,	which	opens	with	Gentilitas	and	the	King	of	Babylon	entering	in	procession,	followed	shortly	by	Synagoga.	After	these	characters	have	each	made	their	entrances,	the	play’s	author	then	describes	Ecclesia’s	entrance	accompanied	by	a	significant	retinue:	the	allegorical	characters	of	Mercy	and	Justice	flank	Ecclesia’s	right	and	left,	respectively,	followed	by	the	Emperor	and	his	cortège	as	well	as	Apostolicus.	The	didascaliae	include	the	instruction	that	Ecclesia	sing	the	Alto	consilio	(cantabit	autem	ecclesia	conductus	alto	
consilio).	Though	it	is	not	clear	whether	Ecclesia	should	sing	this	during	the	entrance	
                                                        33.	Susan	Boynton,	Shaping	a	Monastic	Identity:	Liturgy	&	History	at	the	
Imperial	Abbey	of	Farfa,	1000-1125	(Ithaca,	NY:	Cornell	University	Press,	2006),	185-229,	at	184-85.	See	also	Margot	Fassler,	“The	Meaning	of	Entrance:	Liturgical	Commentaries	and	the	Introit	Tropes,”	in	Yale	Studies	in	Sacred	Music,	Worship	and	
the	Arts:	Reflections	on	the	Sacred:	A	Musicological	Perspective	(New	Haven:	Yale	Institute	of	Sacred	Music,	1994),	8-18.	For	more	on	the	employment	of	psalmody	for	specific	aims	see	Beverly	Mayne	Kienzle,	“Preaching	the	Cross:	Liturgy	and	Crusade	Propaganda,”	in	Medieval	Sermon	Studies	53	(2009):	11-32.	
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or	once	she	has	come	to	her	place,	the	fact	that	the	Alto	consilio	is	a	conductus—a	setting	for	processionals—would	indicate	that	she	should	sing	as	she	(and	her	retinue)	enter.	Because	neither	the	music	nor	the	text	for	the	Alto	consilio	are	included	within	either	extant	document,34	the	manuscript	signals	a	wider	familiarity	(in	northwestern	and	central	Europe)	with	its	musical,	textual,	and	liturgical	settings;35	hence,	the	scribe(s)	felt	it	appropriate	to	omit	it	from	the	play’s	rubric.	
                                                        34.	The	Fiecht	copy	(Fiecht	Stiftsbibliothek	[FSb]	Hs.	169	v.	4,	f.	39v)	is	incomplete	and	though	the	primary	focus	here	is	on	the	version	from	Tegernsee,	the	Fiecht	fragment	maintains	several	differences.	Interestingly,	one	of	the	similarities	across	both	the	Tegernesee	and	Fiecht	versions	is	found	in	the	use	of	the	same	abbreviation	for	the	word	‘conductus,’	despite	other	variations	in	the	scribal	shorthand	of	both	documents;	see	also	Josef	Riedmann,	“Ein	Neuaufgefundenes	Bruchstück	des	Ludus	de	Antichristo:	Beiträge	zur	Geschichte	der	Beziehungen	zwischen	St.	Georgenberg	in	Tirol	und	Tegernsee,”	Zeitschrift	für	bayerische	
Landgeschichte	36.1	(1973):	16-38.	35.	The	oldest	extant	version	of	the	Alto	consilio	(Bibliothèque	nationale	de	France	[BnF]	lat.	1139)	dates	from	the	end	of	the	eleventh	or	beginning	of	the	twelfth	century	and	was	produced	at	the	abbey	of	St.	Martial	near	modern-day	Limoges,	France,	which	had	been	under	the	purview	of	Cluny	Abbey	since	c.	1062;	see	Bruno	Stäblein,	“Zur	Musik	des	Ludus	de	Antichristo,”	Zum	70.	Geburtstag	von	
Joseph	Müller-Blattau,	2	vols.,	ed.	Christoph-Helmut	Mahling	(Basel:	Bärenreiter	Kassel,	1966),	I:312-327	at	316-17.	In	addition	to	the	St.	Martial	and	Beauvais	
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This	familiarity	with	the	textual	and	musical	settings	for	the	conductus	also	informed	the	performative	setting	of	this	scene	in	the	play.36	As	Wulf	Arlt	explains,	with	reference	to	the	Feast	of	the	Circumcision	in	the	diocese	of	LePuy,	“[t]he	chants	are	a	celebratory	response	to	the	lessons,	linking	their	meanings	to	the	present	liturgical	action.”37	The	liturgical	action	of	the	Alto	consilio	conflates	the	entrance	and	processional	of	Ecclesia	with	that	of	the	bishop	into	his	cathedral.	And,	as	
                                                        (British	Library	[BL]	Eg.	2615)	manuscripts,	Stäblein	also	examines	further	extant	examples	of	the	Alto	consilio	from	Compiègne	(BnF	lat.	17329)	and	Laon	(Laon	ms.	263).	See	also	John	Stevens,	Words	and	Music	in	the	Middle	Ages:	Song,	Narrative,	
Dance	and	Drama,	1050-1350	vol.	I	(Cambridge,	UK:	Cambridge	University	Press,	1986),	56-63,	at	58-60;	and	vol.	II,	157-59	for	the	musical	setting	of	the	Alto	consilio.	For	more	on	the	liturgical	setting	of	the	Alto	consilio	see	also	Jacques	Handschin,	“Conductus-Spicilegien,”	in	Archiv	für	Musikwissenschaft	9.2	(1952):	104.	36.	Wulf	Arlt,	“Feast	of	the	Circumcision	from	Le	Puy,”	in	The	Divine	Office	in	
the	Latin	Middle	Ages,	335-6.	See	also	Stäblein,	“Zur	Musik	des	Ludus	de	Antichristo,”	I:314-15	for	a	comparison	of	the	textual	and	musical	settings	of	the	Beauvais	manuscript	to	the	didascaliae	describing	Ecclesia’s	entrance	in	the	Tegernsee	Ludus.	Stäblein	posits	that	both	versions	of	the	Alto	consilio	were	likely	very	similar.	Symes,	in	her	translation	of	the	Ludus	(2,	note	1),	includes	the	edition	found	in	Arlt,	Ein	
Festoffozium	des	Mittelalters	aus	Beauvais	in	seiner	litugischen	und	musikalen	
Bedeutung,	2	vols.	(Cologne:	Arno	Volk	Verlag,	1970),	I:159;	and	II:157-159.	37.	Arlt,	“Feast	of	the	Circumcision	from	Le	Puy,”	336.		
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Margot	Fassler	stresses,	the	bishop’s	entrance	points	to	both	“the	foretelling	of	Christ’s	coming	through	the	prophets,	and	the	coming	of	Christ	into	the	world	itself.”38	Furthermore,	Fassler	includes	analyses	of	the	commentaries	of	Amalarius	of	Metz	(c.	775-c.	850),	excerpts	from	the	Ordo	romanus	V	(ninth	century),	and	Honorius	Augustodunensis	(1080-1154)	as	evidence	of	the	wide-spread	similarities	in	the	rubrics	for	processional	liturgies	over	long	periods	of	time.39	Indeed,	the	inclusion	of	a	conductus	processional	within	a	play	was	not	unique	to	the	Ludus.	A	thirteenth-century	manuscript	from	Beauvais	(London,	British	Library	Eg.	2615)	contains	an	extant	version	of	the	Danielis	Ludus	(Play	of	Daniel)	which	was	contemporary	to	the	Ludus	de	Antichristo,40	and	designated	for	the	Feast	of	the	
                                                        38.	Fassler,	“The	Meaning	of	Entrance,”	8-11,	at	9.	39.	Fassler,	“The	Meaning	of	Entrance,”	10-11.	On	the	strength	of	textual	conformity	in	the	liturgy	over	long	periods	of	time	see	Fassler,	Gothic	Song:	Victorine	
Sequences	and	Augustinian	Reform	in	Twelfth-Century	Paris	(New	York:	Cambridge	University	Press,	1993)	3-17,	at	6-7.	On	the	use	of	a	dramatic	frame	by	Carolingian	liturologists	see	Norma	Kroll,	“Power	and	Conflict	in	Medieval	Ritual	and	Plays:	The	Re-Invention	of	Drama,”	in	Studies	in	Philology	102.4	(August	2005):	452-483.	40.	The	second	extant	copy	of	the	Ludus	Danielis	is	found	in	the	so-called	
Fleury	Playbook	compiled	at	Fleury	Abbey	in	the	late	twelfth	century	or	earlier	thirteenth	century	and	is	currently	housed	at	the	Médiathèque	d'Orléans	(MdO)	ms	201.	
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Circumcision	(also	called	the	Feast	of	Fools)	at	the	first	of	the	New	Year;	it	also	contains	a	musical	setting	of	the	Alto	consilio.41	Not	only	was	the	textual	and	musical	setting	of	the	Alto	consilio	well	known,	but	the	symbolism	and	meanings	inscribed	within	its	liturgical	action	resonated	loudly	within	monastic	communities.	The	significance	of	the	numerous	and	detailed	
didascaliae	within	the	manuscript	of	the	Ludus	de	Antichristo,	then,	can	be	understood	as	an	effort	to	alter	the	usual	meaning	and	reception	of	such	a	familiar	trope.	The	play	counters	the	expectation	that	this	liturgy	signals	the	processional	entrance	of	the	bishop	into	the	church.	Rather,	it	is	Ecclesia	that	takes	the	place	of	the	bishop	in	this	ceremony.	The	didascaliae	thus	point	to	the	wider	political	conversation	surrounding	Frederick	Barbarossa	and	his	contestations	with	the	papacy	(i.e.	the	Bishop	of	Rome);	indeed,	they	contest	the	very	nature	of	the	bishop	as	the	embodied	and	representative	salvific	center	of	Church	dogma.	In	other	words,	the	expectations	of	an	audience	familiar	with	the	conventions	of	this	particular	
conductus	were	purposefully	counteracted	by	the	entrance	of	Ecclesia,	likely	performed	by	a	monk	at	Tegernsee.	Thus,	this	liturgical	moment	must	be	examined	within	a	wider	contextual	frame	that	considers	treatment	of	monastic	individuals	and	monastic	houses	in	relation	to	political	agency	and	debates	on	spiritual	authority—which,	as	I	have	shown,	were	reignited	between	the	Empire	and	the	Papacy	in	the	middle	of	the	twelfth	century.	
                                                        41.	Stevens,	Words	and	Music,	59.	
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The	implications	of	the	change	in	the	Alto	consilio	center	on	the	embodied	significations	and	corporeal	allusions	of	performer(s)	as	imbued	with	the	authority	of	Christ	in	the	twelfth	century.42	The	Gemma	animae	(c.	1100)	of	Honorius	Augustodunensis—a	widely-read	treatise	on	representative	practices	within	the	liturgy—is	an	excellent	source	from	which	to	explore	this	context	further	as	it	offers	a	glimpse	into	the	perceptions	and	implications	of	liturgical	performance	in	the	twelfth	century.	In	Chapter	83,	titled	“De	tragoediis”	(“On	Tragedies”),43	Honorius	cites	a	wide	knowledge	of	representative	practices	in	ancient	tragedy	as	a	way	to	frame	his	interpretation	of	the	performed	symbolism	of	Christian	eschatological	narrative	as	embedded	in	the	liturgy,	specifically	the	Mass:44	It	is	known	that	those	who	recited	tragedies	in	the	theatres	represented	to	the	people,	through	their	actions,	the	movements	of	men	in	fight.	So	our	tragedian	represents	the	battle	of	Christ	to	the	
                                                        42.	Kobialka,	This	is	My	Body,	101-146,	at	149.	43.	Honorius	Augustodunensis,	Gemma	animae,	Cap.	LXXXIII:	“De	Tragoediis,”	ed.	J.P.	Migne,	Patrologiae	Latinae	(PL),	vol.	CLXXII	(Paris:	Garnier	Fratres,	1895),	570.	44.	The	theological	and	epistemological	debates	surrounding	historical	narrative	construction	and	appropriations	of	ancient	pagan	theatre	as	an	agonistic	device	of	Christian	representations	in	the	early	Middle	Ages	are	examined	in	Dox,	
The	Idea	of	Theater,	43-71,	at	48-9;	see	also	Dox’s	translation	of	“De	tragoediis,”	75-6.	
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Christian	people	in	the	theatre	of	the	church	through	his	actions,	and	teaches	them	to	the	victory	of	his	redemption.45	
                                                        45.	Honorius	Augustodunensis,	“De	tragoediis,”	translated	by	Carol	Symes,	“Tragedy	of	the	Middle	Ages,”	in	Beyond	the	Fifth	Century:	Interactions	with	Greek	
Tragedy	from	the	Fourth	Century	BCE	to	the	Middle	Ages,	eds.	Ingo	Gildenhard	and	Martin	Revermann	(Berlin:	De	Gruyter,	2010),	364.	Migne,	Patrologiae	Latinae,	570	(original	emphasis),	“Sciendum	quod	hi	qui	tragoedias	in	theatris	recitabant,	actus	pugnantium	gestibus	populo	repraesentabant.	Sic	tragicus	noster	pugnam	Christi	populo	Christiano	in	theatro	Ecclesiae	gestibus	suis	repraesentat,	eique	victoriam	redemptionis	suae	inculcat.”	Though	Honorious	continues:	“Ilaque	cum	presbyter	
Orate	dicit,	Christum	pro	nobis	in	agonia	positum	exprimit,	cum	apostelos	orare	monuit.	Per	secretum	silentium,	significat	Christum	velut	agnum	sine	voce	ad	victimam	ductum.	Per	manuum	expansionem,	designat	Christi	in	cruce	extensionem.	Per	cantum	praefationis,	exprimit	clamorem	Christi	in	cruce	pendentis.	Decem	namque	psalmos,	scilicet	a	Deus	meus	respice	usque	In	manus	tuas	commendo	
spiritum	meum	cantavit,	et	sic	exspiravit.	Per	Canonis	secretum	innuit	Sabbati	silentium.	Per	pacem,	et	communicationem	designat	pacem	datam	post	Christi	resurrectionem	et	gaudii	communicationem.	Confecto	sacramento,	pax	et	communio	populo	a	sacerdote	datur,	quia	accusatore	nostro	ab	agonotheta	nostro	per	duellum	prostrato,	pax	a	judice	populo	denuntiatur,	ad	convivium	invitatur.	Deinde	ad	propria	redire	cum	gaudio	per	Ite	missa	est	imperatur.	Qui	gratias	Deo	jubilat	et	gaudens	domum	remeat.”	
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Honorius	analogizes	this	image	of	the	tragicus	or	“tragedian”	with	that	of	the	
presbyter,	a	term	for	the	celebrant	of	the	Mass	or	a	Church	elder.	For	Honorius,	the	
tragicus	represents,	through	his	embodied	actions,	a	struggle	or	contest	(pugnantium).	Honorius	clearly	labels	this	a	“well-known”	(sciendum)	concept	in	the	twelfth	century	and,	more	importantly,	highlights	corporeality	as	the	vehicle	for	transmitting	this	struggle	to	an	audience.	Likewise,	the	presbyter	fulfills	a	similar	function	in	the	performance	of	the	Mass.	Honorius	describes	how	he	also	represents	struggle	through	his	embodied	actions.	But	unlike	the	pugnantium	of	the	tragicus,	those	actions	performed	by	the	presbyter	are	representative	of	an	agon	(agonia	and	
agonotheta,	a	struggle	or	contest)—connecting	the	representative	actions	of	the	
presbyter	to	an	Isidorean	definition	of	ancient	Latin	theatre.46	Furthermore,	Honorius	was	not	the	first	theologian	to	highlight	the	Christian	interpretation	of	
agon	vis-à-vis	the	Mass.	In	his	ninth-century	De	generibus	agonum,	Hraban	Maur	(Rabanus	Maurus,	c.	780-856)	applies	Isidore’s	concept	of	the	classical	agon	to	the	
                                                        46.	See	Dox,	The	Idea	of	Theater,	30-42	and	82-3.	On	the	history	and	consistent	re-use	of	this	system	for	communicating	concepts	of	the	Latin	Mass	see	Symes,	“Tragedy	of	the	Middle	Ages,”	364-5;	and	for	possible	narrative	and	literary	allusions	to	classical	Latin	poetries	and	histories	see	Henry	Ansgar	Kelly,	Ideas	and	
Forms	of	Tragedy:	From	Aristotle	to	the	Middle	Ages	(Cambridge:	Cambridge	University	Press,	1993),	81-2.	
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construction	of	an	eschatological	narrative	in	which	“[t]heater	became	a	metaphor	for	the	fundamental	struggle	of	Christian	experience.”47	For	Donalee	Dox,	Honorius	is	but	the	next	theologian	in	the	tradition	of	Isidore	and	Hraban	Maur	to	transmit	an	idea	of	Classical	tragedy	in	the	form	of	metaphor	in	order	to	performatively	frame	the	Christian	eschatological	narrative	“for	presenting	the	Mass	to	the	priests,	who	would	perform	it	as	a	logical	chain	of	events	leading	from	despair	to	celebration,	from	struggle	to	victory.”48	For	Michal	Kobialka,	“De	tragoediis”	is	certainly	representative	of	a	Christian	narrative,	but	more	importantly	it	is	a	targeted	interpretation	of	the	Mass	as	the	vehicle	for	bringing	the	faithful	into	direct	corporeal	and	spiritual	union	with	Christ.49	He	posits	that	“even	though	the	levels	and	subtleties	of	material	being	and	allegorical	meaning	were	of	theological	significance,	they	were	secondary	to	the	procedures	and	methods	of	how	the	knowledge	of	the	true	presence	of	Christ	in	the	Eucharist	should	be	transmitted	to	the	faithful.”50	Kobialka	focuses	his	attention	on	how	the	
                                                        47.	Dox,	The	Idea	of	Theater,	45.		48.	Dox,	The	Idea	of	Theater,	78.	49.	Michal	Kobialka,	This	is	My	Body,	148-51;	see	also	Kobialka’s	translation	of	“De	tragoediis,”	149.	50.	Kobialka,	This	is	My	Body,	150	(emphasis	added).	It	is	important	to	note	that	in	his	translation	of	“De	tragoediis,”	Kobialka	problematically	translates	
presbyter	as	“priest”	as	a	means	to	point	out	Honorius’s	Paschasian	position	on	the	Eucharist.	A	description	and	historical	analysis	of	the	Paschasian	interpretation	of	
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presbyter	not	only	represents	an	agonistic	narrative	in	the	performance	of	the	Mass,	but	also	how	he	embodies	that	representation	as	a	corporeal	spiritual	authority	through	which	the	faithful	are	brought	into	communion	with	Christ.	Both	Dox	and	Kobialka	highlight	a	twelfth-century	understanding	of	performance	vis-à-vis	the	Mass;	but	important	for	the	purposes	of	this	chapter	is	how	their	analyses	reveal	the	presbyter	as	the	performative	center	of	the	Mass—thereby	pointing	to	how	the	Alto	consilio	of	the	Ludus	de	Antichristo	works	to	maintain	the	significance	of	this	centrality,	but	does	so	in	the	specific	embodied	form	of	a	monastic	performer.	As	described	above,	the	Alto	consilio	traditionally	follows	a	rubric	in	which	the	bishop	processes	into	the	church—both	the	physical	space	of	the	church	building	but	also	the	symbolic	gathering	of	the	faithful—representing	the	eschatological	narrative	in	which	Christ	will	return.	In	this	way,	Dox’s	assessment	of	Honorius	clarifies	why	the	Ludus	instructs	Ecclesia	to	perform	a	role	traditionally	filled	by	a	bishop,	making	Ecclesia/monk	the	authoritative	figure	imbued	with	the	agency	to	perform	the	actions	necessary	to	transmit	that	narrative	to	the	audience.	In	doing	so,	Ecclesia/monk	carries	the	eschatological	narrative	into	the	space	so	as	to	bring	the	audience	into	contact	with	it.	In	fact,	the	play	is	“bookended”	by	two	liturgies—the	Alto	consilio	in	the	beginning	and	the	Laudem	
                                                        the	Eucharist,	which	significantly	informs	Kobialka’s	translation	and	interpretation	of	Honorius,	can	be	found	in	Gary	Macy,	The	Theologies	of	the	Eucharist	in	the	Early	
Scholastic	Period:	A	Study	of	the	Salvific	Function	of	the	Sacrament	According	to	the	
Theologians,	c.	1080-c.	1220	(Oxford:	Clarendon	Press,	1984),	44-72.	
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dicite	deo	nostro	at	the	end—that	locate	Ecclesia/monk	as	the	representative	center	of	this	narrative.	The	didascaliae	at	the	end	of	the	Ludus	de	Antichristo	explain	that	after	the	sudden	death	of	Antichrist,	“all	return	to	the	faith.	And	Ecclesia,	receiving	them,	begins	[the]	Laudem	dicite	deo	nostro”—an	antiphon	for	All	Saints’	Day.51	Imbuing	Ecclesia/monk	with	the	same	representative	authority	as	a	bishop,	the	play’s	author	positions	the	monk	as	central	to	the	ongoing	struggle	over	spiritual	and	secular	authority	in	the	twelfth-century	Church.		As	a	product	of	and	participant	in	European	monastic	society,52	the	Ludus	de	Antichristo	is	arguing	against	reforms	that	continued,	in	the	tradition	of	the	Investiture	Controversy,	to	shift	greater	authority	to	centralized	ecclesiastical	authorities	like	bishops	or	the	Pope	over	the	many	relatively	autonomous	monasteries	across	western	Europe.		Kobialka’s	analysis	of	the	implications	and	importance	of	corporeal	presence	in	the	Mass,	as	captured	by	Honorius,	shows	that,	just	as	the	liturgies	in	the	Ludus	work	against	expected	conventions	in	order	to	position	monasticism	as	a	locus	of	authority	within	the	eschatological	narrative,	so	too	the	corporeal	presence	of	the	monk	brings	this	narrative	into	contact	with	the	audience	as	his	body	moves	
                                                        51.	One	example	of	the	early	textual	and	musical	setting	comes	from	the	twelfth-century	abbey	of	Klosterneuburg,	Ausgustiner-Chorherrenstift-Bibliothek	(A-KN)	1012,	f.	86v.	52.	On	monastic	life,	monasticism,	and	a	monastic	society	see	Giles	Constable,	
The	Reformation	of	the	Twelfth	Century	(Cambridge:	Cambridge	University	Press,	1996).	
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through	space	and	action	in	the	course	of	performance—thus	locating	the	person	of	the	monk	as	representative	of	an	agonistic	struggle	against	further	shifts	of	spiritual	authority	onto	bishops	or	the	Pope.	Kobialka	further	elucidates	the	construction	of	meaning	vis-à-vis	epistemological	interpretations	of	Christ’s	physical	presence	within	the	Eucharistic	ceremony,	explaining	that	representative	practices	of	such	texts	partially	construct	meaning	through	allegoriae	in	factis	(working	metaphors),	which	“depended	on	a	meta-physics	of	‘qualities’	attached	to	[them]	and	an	epistemology	that	could	define	these	qualities.”53	The	allegoria	in	factis	frames	an	epistemology	of	theological	and	historical	ideation	in	order	to	construct	(or,	in	Kobialka’s	explanation,	to	make	visible)	specific	meaning	in	tangible	and	tactile	ways.54	For	Kobialka,	Hildegard	of	Bingen’s	Scivias	and	Ordo	Virtutum	(Service/Play	of	the	Virtues),	both	composed	c.	1151,	construct	meaning	within	the	frame	of	the	wider	discourse	(allegoria	in	factis)	surrounding	embodied	representations	of	Christ.	The	play	ends	with	the	Virtues	and	the	Souls	celebrating	the	assemblage	of	all	souls	to	the	body	of	Christ,	thus	performing	both	the	teleological	theology	of	the	soul	and	the	immediate	theology	tied	to	living	a	virtuous	life;	each	leads	to	being	counted	amongst	the	Christian	faithful.		Similarly,	in	the	Ludus	de	Antichristo,	the	
                                                        53.	Kobialka,	This	is	My	Body,	147-96,	at	173-4.	54.	On	the	creation	of	meaning	and	concepts	of	literacy	in	medieval	signs	and	systems	of	visuality	see	Jan-Dirk	Müller,	“Writing—Speech—Image,”	in	Visual	
Culture	and	the	German	Middle	Ages,	eds.	Kathryn	Starkey	and	Horst	Wenzel	(New	York:	Palgrave	Macmillan,	2005),	35-52,	at	37-40.	
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corporeal	representation	of	Ecclesia	is	embodied	in	the	presence	of	a	monk	and	understood	in	relation	to	ecclesiastical	reform	and	liturgical	experimentation.	Like	Hildegard’s	contemporary	Ordo	Virtutum,	the	Ludus	celebrates	the	gathering	of	the	faithful	in	its	closing	moments,	in	order	to	perform	the	centrality	of	the	(male	or	female)	monastic	in	the	history	of	liturgical	construction,	documentation,	and	experimentation;	and	it	also	centers	the	monastic	community	within	the	sacred	and	secular	eschatology	of	the	Christian	narrative.		Yet,	Warning	and	Brown	have	insisted	that	“the	separation	between	the	internal	situation	of	performance	and	the	external	one	of	reception,	does	not	come	into	consideration	for	religious	drama.”55	They	conclude	that	“religious”	dramas	like	the	Ludus	de	Antichristo	cannot	exceed	the	expressive	and	discursive	limitations	of	a	religious	frame;	such	plays	were	bound	to	the	“ritual”	of	the	liturgy	and	can	convey	no	meaning	beyond	the	ceremonial	representations	of	theological	abstractions.56	Certainly,	plays	like	the	Ludus	and	Ordo	Virtutum	required	a	strong	reliance	on	a	religious	discourse	that	was	active	and	ongoing.	The	Ludus,	specifically,	employs	the	liturgy	as	a	way	to	provide	instruction	for	dramatic	action	and	to	encode	meaning	
                                                        55.	Warning	and	Brown,	“On	the	Alterity	of	Medieval	Religious	Drama,”	266-8,	at	267.	56.	For	a	critique	of	this	reductivist	position	on	ritual	within	the	medieval	liturgy	see	Miri	Rubin,	Corpus	Christi:	The	Eucharist	in	Late	Medieval	Culture	(Cambridge:	Cambridge	University	Press,	1991),	at	2.	
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for	communities	most	familiar	with	liturgical	elements	and	their	usual	meanings.57	But	the	liturgies	in	the	play	make	space	within	the	performance	in	order	to	shift	traditional	receptions	of	liturgical	ritual,	especially	in	regard	to	corporeal	representation.	Thus,	inserting	Ecclesia/monk	rather	than	a	bishop	within	the	liturgical	space	of	the	Alto	consilio	performs	this	shift	in	order	to	contest	the	meaning	contained	within	the	ritual.	As	Symes	states,	“[m]aking	space	for	acting	or	for	the	exercise	of	agency	meant,	equally,	carving	out	that	space	and	imbuing	it	with	meaning—even	when	that	space	was	preexisting,	seemingly	permanent,	architecturally	distinctive.”58	Ecclesia/monk	performs	Tegernsee’s	specific	perspective	on	the	religious	and	political	debates	of	twelfth-century	Europe	and	reveals	the	liturgy	to	be	a	space	for	encoding	and	packaging	the	abbey’s	position	for	audiences	most	attuned	to	and	involved	in	such	issues.		 In	short,	the	Ludus	challenges	the	authority	of	the	papacy	and	any	claim	it	makes	to	unilateral	control	over	the	liturgy.	Susan	Boynton	explains	that	“[i]n	the	discursive	space	of	the	medieval	liturgy,	the	sacred	was	inseparable	from	the	political,	and	the	boundaries	between	insider	and	outsider	were	porous.”59	The	Alto	
                                                        57.	On	the	formation	of	monastic	culture,	especially	as	a	form	of	textual	literacy,	see	Jean	Leclercq,	The	Love	of	Learning	and	the	Desire	for	God:	A	Study	of	
Monastic	Culture,	trans.	Catharine	Misrahi	(New	York:	Fordham	University	Press,	1961),	236-54.		58.	Symes,	A	Common	Stage,	135.		59.	Boynton,	Shaping	a	Monastic	Identity,	5.	
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consilio	was	certainly	political!	As	a	part	of	the	Ludus,	it	constructs	a	space,	presumably	within	(or	around)	the	abbey	church	at	Tegernsee,	specifically	for	the	action	of	Ecclesia/monk—but	this	space	also	makes	room	for	the	contested	aspects	of	the	liturgy	that	were	highly	political.	This	placement	of	Ecclesia/monk	as	“insider”	is	then	further	reinforced	in	the	allegorical	representation	of	the	Church	by	a	monk.	All	of	this	information	is	packaged	in	the	manuscript	simply	as	“then	Ecclesia	will	sing	the	conductus,	Alto	consilio”	(cantabit	autem	Ecclesia	conductus	
Alto	consilio);60	and	surely,	no	other	community	is	defined	more	by	its	constant	interaction	with	the	daily	structure	and	routine	of	the	liturgy	than	those	within	the	monastic	houses	spread	widely	across	Western	Europe.61	Thus,	this	is	a	moment	of	performance	crafted	very	precisely	by	a	monk,	for	other	monastics,	demonstrating	the	specific	concerns	of	Tegernsee	regarding	debates	on	authority	over	the	liturgy,	and	targeted	to	those	that	share	in	the	abbey’s	pro-monastic	perspective.	This	European	monastic	community	populates	a	medieval	public	sphere	structured	on	liturgical	discourse	as	a	framework	for	the	larger	debates	regarding	authority	(both	
                                                        60.	Ludus	de	Antichristo,	BSb,	Clm	19411	fol.	3a.	61.		Barbara	Rosenwein,	“Feudal	War	and	Monastic	Peace:	Cluniac	Liturgy	as	Ritual	Aggression,”	in	Viator	2	(1971):	129-157,	at	133	points	out	that	the	liturgy	structured	daily	life	for	monks	at	Cluny	as	early	as	the	tenth	century,	but	it	also	imbued	significance	into	every	aspect	of	such	a	routine.	See	also	Kroll,	“Power	and	Conflict,”	453-4.	See	also	C.	Pamela	Graves,	“Social	Space	in	the	English	Medieval	Parish	Church,”	in	Economy	and	Society	18.3	(1989):	297-322.	
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sacred	and	political).	Specifically,	the	Ludus	de	Antichristo	defines	Tegernsee’s	anti-papal	position	in	terms	of	liturgical	agency,	performing	a	narrative	in	which	those	associated	with	improper	or	deceitful	liturgical	deviations	suffer	the	consequences	of	having	chosen	the	wrong	side	of	the	debate.	Through	this	exploration	of	the	liturgy	in	the	play,	it	is	clear	that	Tegernsee	understands	drama	and	performance	to	be	an	effective	means	of	propaganda.	
Monastic	Drama	and	Performance	of	Propaganda		 Mary	Ann	Tétreault	has	noted	that	“politics	transcends	boundaries	dividing	public	from	private	space	and	that	these	boundaries	are,	themselves,	products	of	politics.”62	Tétreault	applies	her	theory	of	“meta-space”	to	conceive	of	classical	Athenian	social	structures	contested	and	re-affirmed	within	the	ritual	interactions	of	public	spaces,	where	“such	defining	elements	of	Athenian	society	and	culture	as	the	symposium,	the	market,	and	religious	rites	are	located	in	meta-space.”63	Furthermore,	Tétreault	argues,	it	is	within	the	meta-space	created	through	ritual	interaction	that	the	private	life	of	the	individual	is	made	public.	In	the	case	of	the	
Ludus	de	Antichristo,	the	liturgy	serves	to	demarcate	a	meta-space	during	performance	that	contests	the	authority	imbued	within	its	ritual	structures.	The	private	political	concerns	of	Tegernsee	are	made	public	in	the	adjustments	made	to	
                                                        62.	Mary	Ann	Tétreault,	“Formal	Politics,	Meta-Space,	and	the	Construction	of	Civil	Life,”	in	The	Production	of	Public	Space,	Philosophy	and	Geography	II	(Lanham,	Maryland:	Rowman	and	Littlefield,	1998),	81-97,	at	81.		63.	Tétreault,	“Formal	Politics,”	85-88,	at	85.	
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the	rubrics	attached	to	liturgies	like	the	Alto	consilio	or	the	Laudem	dicite	deo	nostro,	all	captured	as	a	drama—thus	avoiding	any	actual	change	to	the	liturgies	as	performed	within	their	traditional	settings.		 Tétreault’s	concept	of	meta-space	informs	our	understanding	of	the	liturgical	experimentation	within	the	play	and	points	to	the	propagandistic	aims	of	the	Ludus.	In	addition	to	the	liturgical	examples	of	the	Alto	consilio	and	the	Laudem	dicite	deo	
nostro	examined	above,	the	moments	following	Antichrist’s	entrance	are	full	of	significance.	Once	Antichrist	appears	before	the	throne	of	the	King	of	Jerusalem,	the	Hypocrites	run	to	him	and	sing	a	lament	to	the	corrupted	and	blind	state	of	“mother	Church”	(matrem	ecclesiam).	Their	exclamations	are	intended	to	encourage	Antichrist	to	take	the	throne	of	Jerusalem	and	eventually	the	world,	explaining	that	“[t]he	world	is	yours—if	you	go	with	our	plan.”64	Antichrist	then	announces	that,	thanks	to	the	long	and	secretive	planning	of	the	Hypocrites	within	the	Church,	he	has	arrived	to	carry	out	the	purpose	born	from	their	planning.	Thus,	the	Hypocrites	reveal	themselves	(removing	their	outer	garments)	and	forcibly	remove	the	King	of	Jerusalem	as	they	crown	Antichrist	on	the	throne	of	Jerusalem.	The	didascaliae	provide	a	rubric	for	the	liturgy	performed	at	this	particular	moment:	Then	throwing	off	their	outer	garments,	they	[i.e.	the	Hypocrites]	will	go	up	with	drawn	swords.	And	having	deposed	the	King	of	Jerusalem,	
                                                        64.	Symes,	Antichrist,	16;	BSb	Clm	19411,	fol.	4r,	col.	b,	“Nostro	consilio	mundus	fauebit	totus.”	
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they	crown	Antichrist	singing:	“Strong	is	your	hand,	and	high	is	your	right	hand…”65	The	Hypocrites	are	instructed	to	sing	the	Firmetur	manus	tua	et	exaltetur,	often	chanted	during	Christmas	Matins	but	also	reserved	as	a	coronation	setting.	The	textual	history	of	this	liturgy	is	largely	found	in	the	records	of	English	coronation	ceremonies	dating	as	far	back	as	the	tenth	century	(Corpus	Christi	College	MS	146,	p.	138)	through	the	14th	century	(British	Museum,	Cotton	MS	Tib.	B.	viii,	fol.	81),	with	the	latter	representative	of	the	influence	of	French	coronation	offices.66	But	what	is	especially	relevant	about	this	particular	liturgy	is	its	location	within	the	Mass	directly	preceding	the	vesting	of	the	celebrants	where,	according	to	L.G.	Wickham’s	description,	“the	archbishop	put	on	full	pontificals…[and]	the	King’s	ushers	and	other	officers	spread	the	area	with	carpets	and	cushions.”67		 The	Ludus	provides	didascaliae	that	instruct	a	change	to	the	rubric	attached	to	this	coronation	ritual.	Rather	than	sing	the	Firmetur	manus	tua	et	exaltetur	before	
                                                        65.	Symes,	Antichrist,	16;	BSb	Clm	19411,	fol.	4r,	col.	b,	“Tunc	exuentes	ei	superiora	indumenta	ascendunt	expositis	gla/diis.	Et	deponentes	regem	Ierosolimis/coronant	Antichristum	cantantes./Firmetur	manus	tua	et	exaltetur	d.	t.“	66.	Editions	found	in	L.G.	Wickham	Legg,	English	Coronation	Records	(Westminster:	Archibald	Constable,	1901),	at	15	and	30.	See	also	H.G.	Richardson,	“The	Coronation	in	Medieval	England:	The	Evolution	of	the	Office	and	the	Oath,”	in	
Traditio	16	(1960):	111-202.	67.	Wickham,	English	Coronation	Records,	xxvii.	
 
 
153 
the	donning	of	vestments,	the	play	reverses	this	tradition,	instructing	that	the	Hypocrites	sing	this	liturgy	and	then	remove	their	“outer	garments”	(superiora	
indumenta).	The	significance	of	this	change	in	the	liturgical	rubric	lies	in	medieval	perceptions	of	liturgical	vestments	and	how	they	serve	as	external	indicators	of	internal	spirituality	and	lordship.68	Maureen	C.	Miller	observes	that	when	twelfth-century	monastics	“criticized	clerical	clothing…they	focused	on	clerics’	exercise	of	lordship	more	than	the	state	of	their	souls.”69	This	was	“not	just	an	effete	set	of	concerns,	references,	and	metaphors.	Clerical	uses	of	clothing	constituted	a	language	about	power	that	was	widely	enough	understood	and	compelling	enough	to	contemporaries	that	it	was	adopted	by	competitors.”70	Miller	documents	an	ever-increasing	level	of	commentary	and	critique	regarding	the	usage	and	“fashion”	of	clerical	vestments	beginning	in	the	eleventh	century	and	reaching	its	peak	with	the	
                                                        68.	Stroll,	Symbols	as	Power,	45	explains	that,	in	regards	to	the	imperial	coronation	ordines,	“[e]ach	embellishment	or	alteration	modified	that	message.	Sometimes	the	intent	of	the	author	was	clear,	such	as	when	he	prescribed	that	the	pope	precede	the	emperor	in	the	procession…”	Stroll’s	argument	is	that	alterations	to	liturgical	rubrics	were	purposeful	but	interpreting	those	changes,	and	rubrics	themselves,	is	difficult	for	modern	scholars.	69.	Maureen	C.	Miller,	Clothing	the	Clergy:	Virtue	and	Power	in	Medieval	
Europe	(Ithaca:	Cornell	University	Press,	2014),	220-37,	at	223.	70.	Miller,	Clothing	the	Clergy,	235-6.		
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relatively	proscriptive	instructions	of	Fourth	Lateran	Council	(1215).71	In	particular,	this	discourse	was	framed	by	conceptions	of	‘superfluity’	in	clerical	vestments	such	that	they	should	aim	to	“exhibit	holiness”	rather	than	wealth	or	status.72		 The	liturgy	Firmetur	manus	tua	et	exaltetur	was	included	within	the	Ludus	de	
Antichristo	to	draw	meaning	from	its	traditional	setting	as	a	coronation	liturgy.	In	performance,	a	meta-space	acts	to	insert	the	figures	of	the	play	into	the	public	and	political	functions	of	the	ritual	and	implicate	the	Hypocrites	as	those	able	to	imbue	Antichrist	with	his	power	and	authority.	Furthermore,	the	instruction	that	the	Hypocrites	remove	their	outer	garments	before	this	liturgy	performs	the	public/private	dichotomy	of	the	discourse	on	superfluity	and	false	piety	of	monastic	reformers.	The	Hypocrites	help	Antichrist	reach	the	throne	of	Jerusalem,	stating	that	“[t]he	public’s	trust,	by	our	designs,/has	already	been	won;”73	all	Antichrist	must	do	is	to	“corrupt	the	clergy.”	The	Hypocrites	then	throw	off	their	garments,	revealing	their	swords.	The	garments	do	not	mask	the	identities	of	the	Hypocrites	so	much	as	they	(temporarily)	obscure	their	violent	intentions.	Furthermore,	that	they	would	remove	their	clothing	before	singing	the	Firmetur	manus	tua	et	exaltetur	is	meaningful	for	a	monastic	audience.	The	Hypocrites	are	not	direct	representations	
                                                        71.	Miller,	Clothing	the	Clergy,	36-39.	72.	Canon	4,	Second	Lateran	Council	(1139),	quoted	in	Miller	Clothing	the	
Clergy,	11.	Miller	takes	a	cue	from	this	canon	and	titles	the	first	chapter	after	this	exhortation.	73.	Symes,	Antichrist,	l.	179,	16.		
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of	individuals	but	represent	an	allegorical	collection	of	those	communities,	many	of	them	monastic,	that	support	and	add	to	the	discourse	of	clerical	superfluity.	They	are	exposed	as	tools	of	Antichrist	within	an	altered	(or	possibly,	a	purposefully	corrupted)	rubric	of	the	coronation	liturgy.	Thus,	this	liturgical	change	encodes	Tegernsee’s	specific	position	regarding	debates	on	clerical	holiness,	and	thus,	clerical	authority.	The	Firmetur	manus	tua	targets	those	that	would	criticize	the	outer	garments	of	secular	clergy,	due	to	concerns	with	fashion	over	faith,	as	taking	up	the	cause	of	Antichrist.	The	change	the	play	makes	to	the	traditional	rubric	of	the	Firmetur	manus	
tua	et	exaltetur	reverses	the	preparation	the	celebrant	traditionally	takes	in	covering	the	body	with	the	visual	signifiers	of	spiritual	authority.	Though	it	is	impossible	to	deduce	exactly	what	the	Hypocrites	were	wearing	(the	use	of	
indumenta	indicates	a	cloak	of	some	kind),	it	is	the	action	taken	in	removing	the	garments	that	is	of	particular	interest	in	the	Ludus.	As	indicated	in	Miller’s	scholarship,	the	external	garment	was	indicative	of	an	internal	truth	for	the	wearer	and	much	of	the	discourse	surrounding	the	use	of	clerical	vestments	was	couched	in	this	framework.74	This	revealing	of	the	Hypocrites	is	built	upon	the	earlier	instruction	where	the	Hypocrites	enter	with	Antichrist	and,	as	covered	in	Chapter	One,	they	perform	gestures	that	would	“win	over	the	laity.”75	The	dramatic	action	of	removing	their	garments	not	only	reveals	the	Hypocrites	for	who	they	are,	but	
                                                        74.	Miller,	Clothing	the	Clergy,	51-95.	75.	Symes,	Antichrist,	15.	
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implicates	their	collective	action	in	supporting	Antichrist’s	rise	to	the	throne	as	a	perversion	of	the	Firmetur	manus	tua	et	exaltetur—their	deception	and	sinfulness	is	on	full	display	as	they	perform	the	liturgy	to	crown	Antichrist.	The	garments	of	the	Hypocrites,	like	their	actions	examined	in	Chapter	One,	are	contextualized	within	the	wider	political	discussion	of	monastic	and	clerical	reform	dating	back	almost	a	century	before	the	Ludus	de	Antichristo.	In	a	similar	fashion,	the	contemporaneous	play,	Ludus	de	Passione	(Play	of	the	Passion),	from	the	nearby	abbey	of	Benediktbeuern,	employs	didascaliae	that	instruct	the	character	of	Mary	Magdalene	to	remove	her	“society	clothes	and	put	on	a	black	cloak.”76	This	action	occurs	as	a	part	of	her	repentance	in	which	she	anoints	the	feet	of	Jesus	with	her	oil	and	is	representative	of	her	changed	spirit,	no	longer	in	need	of	worldly	company	nor	accoutrements.	Indeed,	the	spirituality	and	inner	charity	of	Mary	Magdalene	as	compared	to	her	outward	appearances	was	not	lost	on	Paul	of	Bernreid	(c.	1080-c.	1150),	biographer	of	the	reformer,	Pope	Gregory	VII.	Paul	of	Bernreid	took	time	in	his	Life	of	Gregory	VII	(c.	1125)	to	explain	that	after	Gregory	was	forcibly	removed	from	Midnight	Mass	by	a	contingent	of	Imperial	troops	and	stripped	of	his	clerical	vestments,	he	was	given	special	care	by	a	Roman	
                                                        76.	Ludus	de	passione,	trans.	and	ed.	Peter	Dronke,	in	Nine	Medieval	Latin	
Plays,	Cambridge	Medieval	Classics	I	(Cambridge:	Cambridge	University	Press,	1994),	185-237,	at	209;	Dronke	also	provides	a	Latin	transcription	of	the	original	manuscript	(BSb	clm	4660),	“Tunc	deponat	vestimenta	secularia	et	induat	nigrum	pallium”	(208).	
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noblewoman	as	a	representation	or	model	of	the	care	given	to	Christ	by	Mary	Magdalene.77	Clearly,	vestments	serve	a	performative	function	in	twelfth-century	liturgical	ceremony	and	ritual.	They	imbue	the	wearer	with	spiritual	authority	and	agency	in	the	liturgical	ceremony	that	is	then	transmitted	to	those	in	attendance.	But	in	the	twelfth-century	discourse	surrounding	the	liturgy,	the	vestment	also	becomes	an	instrument	or	symbol	of	contestation.	Their	performativity,	as	revealed	in	contemporary	treatises	and	letters,	can	also	serve	to	indicate	certain	propagandistic	aims,	as	revealed	by	Hildegard	of	Bingen	in	a	letter	sent	to	prelates	of	the	archbishopric	of	Mainz	in	1178	(the	so-called	Epistola	ad	praelatos	Moguntinenses),	which	lays	out	her	striking	criticism	of	their	interdict	placed	upon	the	nuns	of	Mount	St.	Rupert.78	Her	rebuke	frames	the	actions	of	the	prelates	as	devilish	attempts	to	control	or	halt	performing	the	liturgy.	She	reproaches	them,	saying:	Consider	too	that	just	as	the	body	of	Jesus	Christ	was	born	of	the	purity	of	the	Virgin	Mary	through	the	operation	of	the	Holy	Spirit	so	too	the	canticle	of	praise,	reflecting	celestial	harmony,	is	rooted	in	the	Church	[Ecclesia]	through	the	Holy	Spirit.	The	body	is	the	vestment	[indumentum]	of	the	spirit,	which	has	a	living	voice,	and	so	it	is	proper	
                                                        77.	Ken	A.	Grant,	“Registering	Rome:	The	Eternal	City	through	the	Eyes	of	Pope	Gregory	VII,”	in	Time:	Sense,	Space,	Structure	(Boston:	Brill,	2016),	67-8.	78.	For	the	context	and	translation	of	Hildegard’s	letter	see	Joseph	L.	Baird,	
The	Personal	Correspondence	of	Hildegard	of	Bingen	(New	York:	Oxford	University	Press,	2006),	155-61;	the	Latin	transcription	can	be	found	in	Migne,	PL	vol.	CVCVII,	218.	
 
 
158 
for	the	body,	in	harmony	with	the	soul,	to	use	its	voice	to	sing	praises	to	God.79		For	Hildegard,	the	body	must	be	in	service	to	praise	and	worship	in	order	for	the	soul	to	be	in	greatest	harmony	with	God,	and	those	who	would	“impose	silence	on	a	church	and	prohibit	the	singing	of	God’s	praises…will	lose	their	place	among	the	chorus	of	angels.”80	Hildegard	identifies	the	body	as	a	vestment	[indumentum]	because	it	is	through	the	action	of	performing	the	liturgy	that	a	harmonious	aesthetic	is	achieved	and	the	holiness	of	an	individual	made	evident	(to	an	audience).	Furthermore,	she	locates	the	source	of	this	spiritual	harmony	as	Ecclesia,	thereby	gendering	the	image	of	the	Church	as	female	and	adamantly	suggesting	that	the	nuns	in	her	convent	stand	in	nearest	proximity	to	this	harmony.	Thus,	any	attempt	by	the	prelates	of	Mainz	to	control	how	the	nuns	at	Mount	St.	Rupert	perform	the	liturgy	is,	for	Hildegard,	a	disruption	in	the	harmony	the	soul	seeks	with	God	through	the	actions	of	the	body—an	undeniably	unholy	act.	The	author	of	the	Ludus	de	Antichristo	similarly	utilizes	the	liturgy	as	a	vehicle	for	encoding	propagandistic	messages	about	those	individuals	that	stand	in	proximity	to	unholy	action	and	authority	through	the	performance	of	vestments.	The	play	implicates	both	clerical	and	monastic	supporters	of	the	Pope,	and	their	ongoing	agenda	of	reform,	as	those	responsible	for	bringing	an	Antichrist	into	the	
                                                        79.	Hildegard	of	Bingen	in	Baird,	The	Personal	Correspondence,	160;	PL	vol.	CVCVII,	221.	80.	Hildegard	of	Bingen	in	Baird,	The	Personal	Correspondence,	161;	PL	vol.	CVCVII,	221.	
 
 
159 
world	(allegorically	represented	by	the	play)	and	into	the	Church	(symbolically	captured	by	the	inclusion	of	the	coronation	liturgy	within	the	abbey	church	at	Tegernsee).	The	instruction	to	remove	their	garments	before	performing	the	
Firmetur	manus	tua	et	exaltetur	calls	attention	to	the	deceit	and	nefarious	actions	that	give	rise	to	the	coronation	of	the	Antichrist.	The	inclusion	of	this	liturgy	performs	an	explicit	criticism	of	Pope	Alexander	III	and	his	supporters	by	placing	them	together	within	a	liturgical	deviation.	As	Mary	Stoll	explains,	“[i]mperial	coronation	ordines	provided	particularly	fruitful	vehicles	for	creating	images	of	the	pope	and	the	emperor.”81	In	performance,	the	play	collapses	these	two	“images”	together	into	the	embodied	figure	of	Antichrist	as	he	is	crowned	by	Hypocrites.	Furthermore,	just	as	Hildegard	makes	purposeful	use	of	the	gendered	Latin	noun	
Ecclesia	in	order	to	situate	her	monastic	community	in	closest	proximity	to	spiritual	harmony,	the	Ludus	places	Ecclesia	at	the	center	of	its	treatments	of	the	Alto	consilio	and	the	Laudem	dicite	deo	nostro	liturgies	for	a	similar	political	statement;	in	both	instances	the	body	most	in	harmony	with	Ecclesia	is	monastic.	Thus,	the	Firmetur	
manus	tua	et	exaltetur	serves	as	a	polemical	treatment	of	the	pro-Papal	reform	agenda	and	its	proponents	who	would	dislodge	monastic	communities	from	their	proximity	to	the	liturgy	and	thus,	to	God.	Like	the	liturgies	discussed	above,	the	Firmetur	manus	tua	et	exaltetur	contains	these	encoded	meanings	and	implications	in	ways	that	have	gone	completely	unexamined	by	scholars	precisely	because	they	are	performative	rather	
                                                        81.	Stoll,	Symbols	as	Power,	45.	
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than	textual.	The	separation	of	the	world	powers	onto	various	sedes	around	the	playing	space	physically	separates	the	Emperor/King	of	the	Teutons	from	this	action	and	focuses	attention	on	a	particular	image:	the	coronation	of	an	Emperor-Pope	allegorized	in	the	embodied	performance	of	Antichrist.	Furthermore,	the	Hypocrites	remove	their	outer	garments—signifying	their	treachery	and	sinfulness	in	a	profane	treatment	of	the	liturgy—to	complete	an	image	widely	critical	of	clerical	and	monastic	alignment	with	the	Papacy.	Thus,	the	liturgy	creates	the	meta-space	wherein	this	political	and	propagandistic	imagery	is	made	apparent.	Most	importantly,	this	meta-space	is	constructed	in	the	text	of	the	play	through	the	rubrics,	while	in	performance	the	meta-space	expands	to	include	the	audience.	Both	the	performer	and	audience	are	included	therein—existing	within	the	immediate	church-space	with	the	various	other	performers	on	and	around	the	sedes	positioned	in	play-space;	with	all	sharing	a	similar	gaze	focused	toward	the	performance	of	the	altered	Firmetur	manus	tua	et	exaltetur.		This	treatment	of	Antichrist	also	informs	the	final	moment	of	the	play	wherein	Ecclesia	sings	the	Laudem	dicite	deo	nostro	and	the	didascaliae	of	the	play	instruct	that	“all	return	to	the	faith.”	At	this	moment,	the	meta-space	collapses	the	allegorical	character	of	Ecclesia	and	monastic	actor’s	embodiment	of	her:	the	monk	becomes	the	center	of	the	Laudem	dicite	deo	nostro	liturgy—which,	unlike	the	
Firmetur	manus	tua	et	exaltetur,	is	not	performed	with	an	altered	rubric—and	reinforces	the	play’s	refusal	to	allow	monastic	communities	to	be	marginalized	within	the	debates	of	the	Investiture	Controversy.	When	the	didascaliae	instruct	that	“all	return	to	the	faith,”	it	is	Ecclesia/monk	who	is	to	receive	them.	Whether	all	the	
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characters	actually	cross	the	playing	space	to	place	themselves	in	closer	proximity	to	Ecclesia	is	unclear,	but	what	it	is	clear	is	that	this	liturgy	works	to	establish	a	meta-space	inclusive	of	all	in	attendance	at	the	performance	and/or	those	reading	the	manuscript	of	the	play.	Thus,	the	Ludus	is	actively	performing	its	critique	of	Papal	authority	in	the	debates	surrounding	monastic	reform	and	liturgical	control.	In	particular,	the	play	is	an	exercise	in	monastic	control	of	the	liturgy	and	its	ability	for	creating	meaning—which,	in	the	opinion	of	Tegernsee,	is	most	efficacious	at	the	local	level.	Therefore,	the	Ludus	de	Antichristo	appropriates	language	and	imagery	from	the	widely-disseminated	discourse	on	issues	at	the	heart	of	the	Investiture	Controversy,	delineated	through	specific	symbolism,	allusion,	and	sign/signifiers	in	order	to	point	a	finger	at	the	Papacy	for	unwanted	intrusions	into	monastic	autonomy.	Indeed,	I.S.	Robinson	argues	that	Pope	Gregory	VII’s	letters	resonated	amongst	sympathetic	communities	in	the	German	states	well	beyond	his	lifetime,	leading	to	the	creation	of	manuscript	collections	and	polemics	couched	in	the	propagandistic	language	and	imagery	of	the	reform	movement.82	As	Robinson	points	out,	“[t]he	numerous	correspondences	among	these	groups	of	Gregorian	letters	suggest	a	common	
                                                        82.	I.	S.	Robinson,	“The	Dissemination	of	the	Letters	of	Pope	Gregory	VII	During	the	Investiture	Contest,”	Journal	of	Ecclesiastical	History	34.2	(April	1983):	175-93.	See	also	J.	Gilchrist,	“The	Reception	of	Pope	Gregory	VII	into	the	Canon	Law	(1073–1141),”	in	Zeitschrift	der	Savigny-Stiftung	für	Rechtsgeschichte,	Kanonistische	
Abteilung	90	(August	1973):	35–82.	
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dependence	on	a	small	number	of	letter	collections	which	seem	to	have	circulated	in	Germany	in	order	to	expound	and	defend	papal	policies.”83	Thus,	it	was	within	the	scholastic	reach	of	“partisan	scriptoria	that	the	auctoritas	of	Gregory	VII	was	preserved	and	transmitted”84	around	Europe	well	into	the	twelfth	century	and	served	to	undergird	continued	propagandist	sentiments	to	reform	movements	aimed	at	clerical	and	monastic	communities.	The	author	of	the	Ludus	turns	to	letters	from	Pope	Gregory	VII	to	“flip	the	script”	on	the	lexicon	and	imagery	of	the	reform	movement	still	active	in	the	century	after	the	onset	of	the	Investiture	Controversy.		 	The	Ludus	thus	displays	significant	monastic	agency	vis-à-vis	the	liturgy,	as	it	engages	the	discourse	of	the	reform	movement	through	the	same	framework	that	Papal	sympathizers	used	as	signifiers	of	Gregorian	auctoritas	in	documents	that	reached	a	wider	European	audience.	Indeed,	Gregory’s	desire	for	liturgical	reform	was	expressed	in	terms	that	focused	heavily	on	historical	precedent	and	the	long-term	success	of	Roman	(i.e.	Rome’s)	control	over	the	liturgy,	despite	the	involvement	of	the	Germans.	Indeed,	in	his	decree,	In	die	resurrectionis	(1074),	Gregory	specifically	constructs	a	narrative	that	creates	a	connection	between	the	superiority	of	Roman	authority	and	his	desire	to	reinforce	that	in	his	reforms:		
                                                        83.	Robinson,	“The	Dissemination	of	the	Letters	of	Pope	Gregory	VII,”	188-9.	84.	Robinson,	“The	Dissemination	of	the	Letters	of	Pope	Gregory	VII,”	176.	On	the	pedagogical	usage	of	Papal	documents,	commentaries,	and	interpolations	in	Germany	throughout	the	Middle	Ages	see	Ernst	Ralf	Hintz,	Learning	and	Persuasion	
in	the	German	Middle	Ages	(New	York:	Garland,	1997).	
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The	Romans	began	to	act	in	a	different	way	[from	older	liturgical	usage],	especially	from	the	time	that	the	rule	of	our	church	was	granted	to	the	Germans.	But	we,	investigating	both	the	Roman	order	and	the	ancient	custom	of	our	church,	in	imitation	of	the	ancient	fathers	have	decided	that	things	should	be	as	we	have	written	them	out	above.85	Furthermore,	in	the	widely-disseminated	Micrologus	de	ecclesiasticis	observationibus	(c.	1085),	Bernhold	of	Constance	extrapolates	on	Gregory’s	desire	to	institute	reform	from	within	Roman	liturgical	precedent	as	an	“authentic	reckoning”	(authenticis	rationibus)	that	not	only	legitimized	his	desire	for	reform	but	placed	
                                                        85.	Gregory	VII,	In	die	resurrectionis,	quoted	in	and	translated	by	Cowdrey,	“Pope	Gregory	VII	(1073-85)	and	the	Liturgy,”	60;	“Romani	vero	diverso	modo	agere	coeperunt,	maxime	a	tempore	quo	Teutonicis	concessum	est	regnum	[or	regimen]	nostrae	ecclesiae.	Nos	autem	et	ordinem	Romanum	investigantes	et	antiquum	morem	nostrae	ecclesiae	imitantes	antiquos	patres,	statuimus	fieri	sicut	superius	praenotavimus.”	Cowdrey	is	quick	to	point	out	that	“[t]he	history	of	the	early	liturgy	that	lies	behind	this	dictum	cannot	here	be	more	than	indicated”	(60),	thus	any	suggestion	that	Gregory	is	specifically	referencing	perceptions	regarding	sixth-century	reforms	over	the	liturgy	(problematically	defined	by	scholars	as	a	debate	between	the	Gallican	or	the	Roman	Rite)	is	only	speculative.	See	also	Kriston	R.	Rennie,	“Weapons	of	Reform:	Gregory	VII,	Armenia,	and	the	Liturgy,”	in	Church	
History	81.2	(June	2012):	328-47.	
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Gregory	in	the	wise	council	of	earlier	venerated	popes.86	Similarly,	the	twelfth-century	Codex	Udalrici	(c.	1125)	from	Bamberg	uses	parallel	language	to	propagandize	not	only	the	image	of	the	Pope	as	Earthly	authority,	but	also	holds	that	his	letters	are	“weapons	of	ratio	[reckoning]”	for	those	that	seek	to	support	and	spread	the	reform	movement.87	Such	lexical	usage	suggests	a	culture	of	reform-minded	interpolators	disseminating	materials	that	transform	the	perception	and	reception	of	Gregory,	his	writings,	and	his	reforms	in	similar	ways.	The	Ludus	forcefully	pushes	back	against	these	propagandist	treatments	of	Gregory’s	writings	by	instructing	that	swords	be	hidden	under	the	garments	of	the	Hypocrites	and	revealed	only	just	before	the	coronation	liturgy	for	Antichrist.	The	instruction	in	the	didascaliae	that	the	Hypocrites	reveal	hidden	swords,	coupled	with	the	change	in	the	liturgical	rubric,	indicates	that	the	Ludus	visually	manifests	its	perception	of	papal	supporters	and	the	material	“weapons”	they	employ	to	carry	out	their	aims.	Indeed,	Frederick	Barbarossa	understood	the	power	of	such	displays	when	in	1159,	after	his	defeat	of	Crema	and	the	subsequent	end	to	the	siege	of	Milan	(which	was	allied	with	Crema),	he	orchestrated	the	capitulation	and	supplication	of	
                                                        86.	Cowdrey,	“Pope	Gregory	VII	(1073-85)	and	the	Liturgy,”67-8.	See	also	Robinson,	“The	Dissemination	of	the	Letters	of	Pope	Gregory	VII,”	175;	and	Rennie,	“Weapons	of	Reform,”	338.	87.	Codex	Udalrici	(Universitätsbibliothek	Heidelberg	Codices	Salemitani	X,48	Nr.	18),	quoted	in	Robinson,	“The	Dissemination	of	the	Letters	of	Pope	Gregory	VII,”	176.	
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the	Milanese	city	consuls.88	In	an	act	of	humiliation,	they	were	required	to	wear	naked	swords	against	their	necks	as	symbols	of	their	complete	surrender	to	Frederick’s	authority.89	In	both	theatre	and	the	liturgy,	performance	mediates	a	synchronous	meta-space	in	order	to	connect	the	dramatic	action	to	specific	meaning,	as	the	“words,	sounds,	and	images	function	as	an	expressive	system	of	signs,	which	makes	possible	cultural	understanding,	regardless	of	whether	such	features	can	be	fully	articulated	by	those	involved.”90	The	Ludus	provides	a	theatrical	frame	that	places	the	monks	of	Tegernsee	centrally	within	the	discursive	sphere	regarding	monastic	reform	in	the	
                                                        88.	John	B.	Freed,	Frederick	Barbarossa:	The	Prince	and	the	Myth	(New	Haven:	Yale	University	Press,	2016),	229-30.	89.	This	event	and	its	reception	by	pro-Imperial	witnesses	is	detailed	by	Vincent	of	Prague	in	Annales,	MGH	SS	17,	658-83.	On	the	symbolism	of	swords	and	the	legal	prohibitions	on	carrying	swords	in	during	Frederick	Barbarossa’s	reign	see	Richard	W.	Kaeuper,	Medieval	Chivalry	(Cambridge:	Cambridge	University	Press,	2016),	110-20,	at	116.	90.	John	Allen,	“Power/economic	Knowledge:	Symbolic	and	Spatial	Formations,”	in	Knowledge,	Space,	Economy,	21.	See	also	Boynton,	“Liturgy,	Politics,	and	the	Construction	of	History,”	in	Shaping	a	Monastic	Identity,	184-229;	and	Margot	E.	Fassler,	The	Virgin	of	Chartres:	Making	History	through	Liturgy	and	the	
Arts	(New	Haven:	Yale	University	Press,	2010),	133-55	for	case	studies	in	liturgical	meaning-making	and	the	connection	to	shifting	cultural	signifiers.	
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twelfth	century	in	order	to	contest	meanings	presented	in	and	through	other	media.	Specifically,	in	the	moment	before	and	including	the	Firmetur	manus	tua	et	exaltetur,	the	play’s	meta-space	collapses	the	visual	and	immediate	image	of	a	sword	with	the	signifiers	of	Gregorian	auctoritas	to	propagandize	the	efforts	of	reform	sympathizers	within	the	dramatic	action	of	the	Hypocrites	(i.e.	their	unholy	alteration	of	a	liturgical	rubric).	Though	the	play	constructs	an	extremely	critical	and	negative	image	of	the	Pope	and	his	supporters,	it	nonetheless	instructs	that	all	the	characters—which	presumably	includes	Antichrist,	the	Hypocrites,	etc.—“return	to	the	faith”	by	the	end.	In	this	way,	the	play	actually	mirrors	the	actions	of	Frederick	at	Milan	through	its	damning	treatment	of	the	pro-Papal	characters,	but	ultimately	performs	the	merciful	and	benevolent	act	of	maintaining	their	connection	to	church	through	Ecclesia/monk.	
The	Propaganda	of	Memory	and	Memorialization		 The	pro-imperial	aims,	symbolism,	and	propaganda	of	the	Ludus	de	
Antichristo	are	woven	deep	into	the	fabric	of	the	play	and	the	inclusion	of	the	responsory	Judea	et	Jerusalem	nolite	timere	further	contributes	to	the	play’s	political	agenda—especially	in	its	efforts	to	resist	papal	authority	over	the	liturgy	and	monastic	communities.	Usually	performed	at	Lauds	(morning	prayer)	on	the	day	before	Christmas,	it	is	extant	in	many	textual	and	musical	examples	from	the	twelfth	century	onward.	But	the	textual	setting	and	rubric	used	for	this	liturgy	(specifically	for	the	Angel	and	choral	responsory)	in	the	Ludus	de	Antichristo	matches	only	one	other	extant	example,	and	which	originates	from	the	women’s	side	of	the	dual	monastery	of	Klosterneuburg,	just	outside	of	Vienna	(Österreichische	
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Nationalbibliothek	[ÖNb]	A-KN	1013,	fols.	28r-28v).91	In	the	Ludus,	the	liturgy	is	sung	when	an	Angel	appears	just	before	the	Emperor	and	his	army	prepare	to	expel	the	King	of	Babylon	from	Jerusalem:	the	necessary	precursor	to	the	Antichrist’s	advent.	Located	roughly	in	the	middle	of	the	play,	the	Angel	begins	the	antiphon	and	a	choir	sings	the	responsory:	R.	Judea	and	Jerusalem,	fear	not:	Go	out	tomorrow,	God	will	be	with	you.		V.	Be	steadfast:	you	will	see	God’s	help	above.		Go	out	tomorrow,	God	will	be	with	you.		R.	Judea	and	Jerusalem,	fear	not:	Go	out	tomorrow,	God	will	be	with	you.	V.	Glory	to	Father,	Son,	and	Holy	Ghost:	Go	out	tomorrow,	God	will	be	with	you.92		
                                                        91.	CANTUS:	A	Database	for	Latin	Ecclesiastical	Chant,	online	at	<cantus.uwaterloo.ca>,	provides	over	130	extant	examples	of	this	liturgy	but	of	the	available	digitized	and	facsimile	copies	of	manuscripts,	only	the	Klosterneuburg	manuscript	(ÖNb	A-KN	1013)	has	a	textual	setting	that	matches	and	is	contemporary	with	BSb	Clm	19411.	For	a	paleographical	analysis	and	overview	of	the	contents	see	Debra	S.	Lacoste,	"The	Earliest	Klosterneuburg	Antiphoners,"	(unpublished	PhD	dissertation,	University	of	Western	Ontario,	2000),	51-6	(Lacoste	maintains	the	older	shelfmark	of	CCl.	for	Latin	codices	in	the	ÖNb).	The	Judea	et	
Jerusalem	nolite	timere	liturgy	located	in	A-KN	1013	begins	at	the	bottom	of	fol.	28r,	<http://manuscripta.at/diglit/AT5000-1013/0059>.	See	Lacoste,	"The	Earliest	Klosterneuburg	Antiphoners,"	127-39	for	dating	and	other	details	of	A-KN	1013.	92.	Symes,	Antichrist,	ll.	143-6,	14.	
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Examining	the	Judea	et	Jerusalem	nolite	timere	liturgy	in	light	of	its	connection	to	Klosterneuburg	therefore	reveals	that	though	the	Ludus	advocates	for	the	particular	positions	of	Tegernsee	regarding	the	larger	reform	movement,	the	community	in	one	location	was	not	isolated	nor	unable	to	borrow	from	the	liturgical	traditions	of	other	monastic	houses	and	communities—even	from	women’s	cloisters.	In	the	case	of	the	Judea	et	Jerusalem	nolite	timere	liturgy,	the	Tegernsee	dramatist	found	the	setting	from	the	women’s	cloister	at	Klosterneuburg	to	suit	Tegernsee’s	political	agenda.93	It	may	have	been	the	association	with	the	women	of	Klosterneuburg	that	the	author	of	the	Ludus	hoped	to	draw	upon	in	this	moment	of	the	play,	specifically	because	Frederick	Barbarossa’s	grandmother	(and	mother	to	Otto	of	Freising),	Agnes	of	Waiblingen	(c.	1072-1143),	was	traditionally	held	to	be	the	inspiration	for	the	founding	of	the	monastery	by	(her	second	husband)	Margrave	Leopold	III	of	Austria	(1073-1136)	in	the	early	part	of	the	twelfth	century.94	Because	the	Emperor	serves	as	a	topical	reference/characterization	of	Frederick	in	the	play,	this	liturgy	speaks	to	the	pro-Imperial	hopes	of	the	play’s	author	by	alluding	to	Agnes	and	the	cloister	most	associated	with	her	memory.	
                                                        93.	Though	it	is	difficult	to	precisely	date	A-KN	1013,	the	manuscript	is	identified	as	at	least	contemporary	with	the	Ludus	if	not	a	few	decades	older;	see	Alberto	Turco,	“La	bemollizzazione	dell'Antiphonale	Monasticum.	Liber	Antiphonarius	I-de	Tempore,"	in	Studi	gregoriani	XXV	(2009):	13-38.	94.	See	Heide	Dienst,	Regionalgeschichte	und	Gesellschaft	im	Hochmittelalter	
am	Beispiel	Österreichs	(Vienna:	Böhlau,	1990),	36-7.	
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	 Agnes	of	Waiblingen	was	betrothed	to	Frederick	I,	Duke	of	Swabia	(c.	1050-1105,	and	Frederick	Barbarossa’s	grandfather)	by	her	father,	Emperor	Henry	IV,	as	a	reward	for	Frederick’s	loyalty	to	the	emperor	during	the	Investiture	Controversy.	Such	an	act	maintained	loyalty	in	Henry’s	causes	and	planted	the	seeds	of	imperial	partisanship	within	those	German	lands	traditionally	sympathetic	to	the	Papacy.	Frederick	I	of	Swabia	established	the	House	of	Hohenstaufen	and	greatly	increased	his	family’s	influence	in	imperial	and	German	politics,	despite	the	increasing	pro-Papal	sentiments	of	other	powerful	German	houses.95	Henry	also	rewarded	several	Bavarian	noble	families	for	their	stalwart	fidelity,	enfeoffing	them	with	various	lands	and	properties,	including	granting	the	advocacy	of	Tegernsee	to	Patto	von	Dilching	of	the	Weyarn-Falkenstein	family.96	These	monasteries	often	supported	and	propagated	the	political	positions	of	their	advocates	for	the	sake	of	favorable	treatment.	In	his	study	of	the	treatise	on	monastic	advocacy	written	by	the	Bavarian	monk	Hermann	of	Niederaltaich	in	the	middle	of	the	thirteenth	century,	Charles	West	summarizes	Hermann’s	reasons	for	the	necessity	of	advocacy	stating,	“churches	needed	advocates	to	protect	their	lands,	and	they	needed	advocates	for	
                                                        95.	Arnold,	Medieval	Germany,	64-5.	Arnold	also	points	out	Frederick	I	of	Swabia’s	diplomatic	abilities	in	settling	peace	accords	with	other	German	nobles	(153-4).		96.	Freed,	The	Counts	of	Falkenstein,	19.	The	Weyarn-Falkenstein	family	held	Tegernsee’s	advocacy	well	into	the	twelfth	century	before	it	passed	to	the	Andechs	family.	
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the	exercise	of	justice.”97	The	symbiotic	relationship	wherein	a	monastery	provides	legitimacy,	power,	and	resources	for	its	advocate	while	its	advocate	provides	protections	only	continued	to	intertwine	throughout	the	twelfth	century.		Indeed,	the	extant	Codex	Falkensteinensis	(1166),	commissioned	by	Siboto	IV,	a	descendant	of	Patto	von	Dilching	and	advocate	of	Chiemsee	monastery	(some	thirty	miles	east	of	Tegernsee),	records	his	historical	familial	holdings	for	posterity	and	serves	as	a	testament	to	the	monastery	as	repository	of	manorial	memory.98	Though	the	document	was	created	as	evidence	of	familial	holdings	in	the	case	of	future	disputes,	it	is	important	to	point	out	that	such	a	document,	even	for	a	noble	family	like	the	Weyarn-Falkensteins,	did	not	supersede	the	immediacy	of	testimony	in	court.	Essentially,	it	was	not	the	document	itself	that	mattered,	but	its	ability	to	perform	the	authority	or	instruct	others	as	to	how	to	perform	the	authority	of	its	contents.	As	Patrick	J.	Geary	points	out:	“a	record	is	created	that	allows	the	revocalisation	of	the	solemn	oaths	should	they	be	needed	in	the	future.”99	Geary	goes	on	to	posit	that	such	documents	serve	to	“fictionalize”	the	recorded	speech	and	speaker	for	performance	in	legal	settings—thus	scripting	the	memory	for	a	reader	in	order	to	give	voice	to	its	authority.100	
                                                        97.	West,	“Monks,	Aristocrats,	and	Justice,”	372.		98.	Patrick	J.	Geary,	“Land,	Language	and	Memory	in	Europe	700-1100,”	in	
Transactions	of	the	Royal	Historical	Society	9	(1999):	169-84.	99.	Geary,	“Land,	Language	and	Memory,”	183.		100.	See	also	Enders,	Rhetoric,	69-74;	and	Thomas,	“The	Medieval	Space.”	
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In	particular,	the	efforts	of	Benedictine	houses,	and	even	the	monks	themselves,	served	as	intermediary	between	lay	and	sacred	motivations	and	memorializations,101	placing	the	‘monastic’	at	the	center	of	contested	space	in	twelfth-century	European	politics.102	This	centrality	in	the	contest	between	
imperator	and	apostolicus	gave	monks	and	nuns	exceptional	and	often	undervalued	perspectives	on	the	performative	affect	of	their	documentary	culture.	The	Ludus	de	
Antichristo	includes	the	Judea	et	Jerusalem	nolite	timere	liturgy	from	the	women	of	Klosterneuburg	specifically	to	gender,	both	in	the	manuscript	and	performance,	the	memorialization	of	Agnes	of	Waiblingen—a	reference	that	was	familiar	to	the	monks	of	Tegernsee	and	many	other	Bavarian	and	Austrian	monasteries.103	Thus,	whether	monk	or	nun	sing	the	liturgy	in	the	role	of	the	Angel,	the	manuscript	makes	
                                                        101.	In	the	popular	exegesis	of	the	liturgy	by	Amalarius	of	Metz	(d.	850),	the	
Liber	officialis	(early	ninth	century)	describes	the	Mass	as	a	celebration	done	specifically	to	remember	Christ	and	His	Passion;	see	edition	by	Michael	Hanssens,	3	vols.	(Vatican	City:	Biblioteca	Apostolica	Vaticana,	1950).	102.	West,	“Monks,	Aristocrats,	and	Justice,”	374-5.		103.	On	the	larger	manuscript	history	and	culture	connected	to	Klosterneuburg	see	Lacoste,	"The	Earliest	Klosterneuburg	Antiphoners,"	118-77;	also	Lacoste,	“The	Identification	of	Quem	non	prevalent	in	Klosterneuburg,	Austiner-Chorherrenstift-Bibliothek,	1013.	See	also	Michael	J.	Norton	and	Amelia	J.	Carr,	“Liturgical	Manuscripts,	Liturgical	Practice,	and	the	Women	of	Klosterneuburg,”	in	
Traditio	66	(2011):	67-169.	
 
 
172 
plain	that	it	is	specifically	speaking	with	a	female	voice,	and	with	the	authority	of	Agnes.	In	performance,	the	liturgy	furthermore	serves	to	collapse	memory	and	temporality	for	its	monastic	audience,	bringing	the	memorialization	of	Agnes	(the	Angel)	into	the	space	with	the	Emperor—himself	a	contemporary	memorialization	of	Emperor	Frederick	Barbarossa.104	The	Ludus	de	Antichristo	performs	not	only	Tegernsee’s	Imperialist	propaganda,	but	also	ties	its	history	into	the	larger	agonistic	narrative	of	the	Investiture	Controversy	that	began	in	the	lifetime	of	Agnes	and	continued	into	her	grandson’s	reign.	In	the	Ludus,	the	Angel	offers	a	prophetic	and	hopeful	message	of	the	Emperor’s	imminent	victory	over	the	Babylonian	attack	on	Jerusalem—message	clearly	meant	for	Frederick	as	well.	In	the	summer	of	1158,	Frederick	and	a	large	imperial	force	marched	from	Augsburg	to	cross	into	Italy	through	the	Brenner	Pass	on	his	second	Italian	campaign.105	The	importance	of	the	Brenner	Pass	to	Frederick’s	ambitions	in	Italy	cannot	be	understated,	and	it	was	imperative	to	keep	such	a	vital	passage	under	the	control	of	imperial	partisans.	The	Andechs	family,	who	held	advocacies	(vogtei)	over	the	monasteries	at	both	Tegernsee	and	nearby	Benediktbeuern,	held	several	lands	in	southern	Bavaria	and	western	Austria.	Like	the	Weyarn-Falkensteins,	the	Andechs	had	long	enjoyed	imperial	favor	due	to	historical	and	familial	ties.	Thus,	the	
                                                        104.	Frederick	had,	since	his	election	as	the	King	of	the	Germans,	made	explicit	his	desire	to	wear	the	imperial	crown;	see	Freed,	Frederick	Barbarossa,	120.	105.	Otto,	Deeds,	201.	
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Bishop	of	Brixen	(at	the	southern	end	of	the	Brenner	Pass)	exerted	his	temporal	rights	over	this	crucial	pass	through	the	counts	of	Andechs,	naming	them	“protectors”	to	the	bishopric’s	claim	and	keeping	the	Brenner	Pass	in	sympathetic	hands	for	Emperor	Frederick.106	From	1158	to	1160,	the	period	in	which	the	Ludus	
de	Antichristo	was	written,	Tegernsee	and	her	many	sister	Benedictine	houses	in	the	region	likely	experienced	a	great	deal	of	contact	with	imperial	forces,	legates,	and	other	resources	passing	between	Frederick’s	campaign	in	northern	Italy	and	the	German	lands.	Indeed,	the	two	locations	of	Tegernsee	and	Fiecht—the	only	two	monasteries	with	extant	manuscripts	containing	the	Ludus—each	lie	on	routes	that	connect	to	the	Brenner	Pass.	Whether	Emperor	Frederick	and	his	retinue,	or	any	other	imperial	contingents,	saw	a	production	of	the	play	will	always	be	debatable	in	the	absence	of	direct	documentation,	but	there	is	no	doubt	that	the	Ludus	captures	
                                                        106.	See	William	Augustus	Brevoort	Coolidge,	The	Alps	in	Nature	and	History	(New	York:	P.	Dutton,	1908),	131-2.	Otto	(d.	1196),	the	second	son	of	Berthold	II	of	Andechs	(d.	1151),	was	named	Bishop	of	Brixen	by	Emperor	Frederick	in	1165	(though	his	appointment	was	not	officially	confirmed	until	1170);	see	Caroline	Göldel,	“Otto	von	Andechs,	Stiftspropst	von	Aachen,	Bischof	von	Bamberg,	und	das	Tafelgüterverzeichnis,”	in	Die	Andechs-Meranier	in	Franken:	Europäisches	
Fürstentum	im	Hochmittelalter,	ed.	Lothar	Hennig	(Mainz	am	Rhein:	Philipp	von	Zabern,	1998),	75-9,	at	75.	See	also	Edmund	von	Oefele,	Geschichte	der	Grafen	von	
Andechs	(Innsbruck:	Wagner’schen	Universitäts-Buchhandlung,	1877).	
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and	communicates	Tegernsee’s	proximity	to	imperial	ambitions—historically,	temporally,	and	geographically.	In	performance,	the	Judea	et	Jerusalem	nolite	timere	is	a	memorial	celebration	of	early	imperial	partisanship	in	the	Investiture	Controversy	that,	through	the	sacramental	affect	(sacramentum)	of	the	liturgy,107	collapses	temporality	and	space	such	that	performance	brings	the	past	into	direct	conversation	with	the	present	(much	like	the	function	of	the	delegate	characters	examined	in	Chapter	Two).	The	celebrant/performer	therefore	embodies	memorialization	within	transversal	action	(i.e.	making	connection	through	movement),	guiding	memory	toward	meaning	that	is	constructed	from	liturgical	interpretations	from	a	medieval	monastic	sphere.	The	manuscript,	then,	captures	(or	aims	at)	the	audience	that	populates	this	sphere—constructing	the	play	within	a	culture	of	liturgical	documentation	that	was	able	to	decipher	its	meaning	through	a	familiarity	with	the	conventions	of	liturgical	
                                                        107.	See	Irénée	Henri	Dalmais,	“Theology	of	the	Liturgical	Celebration,”	in	
The	Church	at	Prayer:	Principles	of	the	Liturgy,	vol.	I,	ed.	Aimé	Georges	Martimont	(Collegeville,	Minnesota:	Liturgical	Press,	1987),	227-80.	Marcia	Sá	Cavalcante	Schuback,	“Nunc	et	in	aevum:	On	St.	Augustine—Time,	Memory,	and	Theology,”	in	
Sapientia	et	Eloquentia,	95-114,	at	96	explains	reception	of	the	liturgy	in	terms	of	“imaginative	hermeneutics;”	see	also	Marie-Noël	Colette,	“The	Place	and	Function	of	Music	in	a	Liturgical	Context:	The	Earliest	Witnesses	of	Sequences	and	Versus	ad	
sequentias	in	the	Antiphoner	of	Charles	the	Bald	and	Other	Early	Sources,”	in	
Sapientia	et	Eloquentia,	59-93,	at	59-63.	
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performance	[and	their	relative	malleability].108	From	the	limited	rubric	of	the	Alto	
consilio	to	the	complete	and	specific	rubric	of	the	Judea	et	Jerusalem	nolite	timere,	the	Ludus	de	Antichristo	is	a	glimpse	of	a	well-developed	culture	of	performance	amongst	monastic	communities	across	Europe—but	especially	active	in	the	German	and	Austrian	lands	in	the	twelfth	century.	
Early	Medieval	Drama	as	Monastic	Drama	Modern	scholars	have	found	the	relationship	between	drama	and	liturgy	to	be	mostly	opaque	in	the	absence	of	rubrics	that	provide	a	picture	of	performance.	As	Nils	Holger	Petersen	states	in	his	analysis	of	the	early	eleventh-century	play	Sponsus	(The	Bridegroom,	from	Limoges),	“one	cannot	draw	conclusions	from	the	absence	of	rubrics”	before	positing	that	in	the	case	of	the	same	play,	“only	a	very	limited	amount	of	role-playing	was	carried	out,	and	that	the	representational	devices…may	have	been	very	rudimentary.”109	The	frustrating	lack	of	rubrics	in	the	manuscript	leads	Petersen	to	question	“whether	a	staging	of	Sponsus	was	of	any	importance	for	the	scribe	or	the	institution	for	which	it	was	copied.”	Petersen	places	his	analysis	of	the	play’s	text	in	conversation	with	the	work	of	Peter	Dronke	in	his	translation,110	as	both	scholars	explore	how	the	play	constructs	meaning	through	text	and	music	
                                                        108.	Symes,	“Liturgical	Texts	and	Performance	Practices,”	247;	Symes’s	citation	(note	23)	of	Andrew	Hughes,	Medieval	Music:	The	Sixth	Liberal	Art	(Toronto:	University	of	Toronto	Press,	1980),	453-54	is	especially	helpful.		109.	Petersen,	“Biblical	Reception,”	166.	110.	Sponsus,	trans.	and	ed.	Peter	Dronke,	in	Nine	Medieval	Latin	Plays,	3-23.		
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(both	are	extant	in	BnF	Lat.	1139)	while	lamenting	the	lack	of	rubrics	that,	for	them,	would	make	it	easier	to	identify	the	manuscript	as	a	drama.	The	Ludus	de	Antichristo	has	long	stood	in	the	face	of	scholarly	attempts	at	historiographical	distinction	and	epistemological	classification	precisely	because,	as	Michael	Norton	embraces	in	his	definition	of	liturgical	drama,	it	is	a	play	“whose	liturgical	nature	lacks	evidentiary	binding.”111	The	play	is	not	constructed	within	the	liturgy,	but	uses	the	liturgy	for	its	dramatic	structure	and	for	publicly	performing	the	position	of	Tegernsee	abbey	upon	the	stage	of	debate	regarding	liturgical	and	monastic	reform.	But	even	Michael	Norton’s	‘reimagining’	of	liturgical	drama	is	centered	on	a	textual	analysis	and	largely	restricts	its	examination	of	performance	to	music.112	Such	epistemological	distinctions	neglect	to	consider	that	extant	documents	of	liturgical	drama	are	a	function	or	result	of	the	performative.	In	the	seemingly	endless	battle	of	the	Investiture	Controversy,	the	monasteries,	monks,	and	nuns	of	Europe	were	beset	by	varying	disagreements	delineated	by	imperial	and	papal	partisanship	from	the	late-eleventh	through	the	twelfth	centuries.113	
                                                        111.	Michael	Norton,	Liturgical	Drama	and	the	Reimaging	of	Medieval	Theater	(Kalamazoo,	Michigan:	Medieval	Institute,	2017),	6.		112.	Michael	Norton,	Liturgical	Drama,	7;	as	Norton	states,	his	“use	of	the	word	‘text’	implies	the	presence	of	musical	notation,	whether	specifically	provided	in	the	manuscript	(as	in	antiphoners	and	graduals)	or	not	(as	typically	in	breviaries	and	ordinals).”	113.		Kroll,	“Power	and	Conflict,”	453.	
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Though	many	in	monastic	communities	participated	in	a	monastic	documentary	culture,	the	most	effective	methods	of	communication	and	disputation	took	advantage	of	the	widely	accessible	culture	of	performance	that	monks	so	often	encountered	in	their	daily	lives,	especially	in	liturgical	settings.	Thus,	medieval	documentary	culture	must	be	examined	for	its	service	to	a	medieval	monastic	sphere,	wherein	discourse	was	most	effectively	defined	in	terms	of	performance.	Carol	Symes	argues	that	“[a]ny	artifact	that	had	its	origins	in	a	public	act…must	again	be	exhibited	to	the	critical	scrutiny	and	keen	ears	of	an	imagined	audience—imagined,	that	is,	by	the	historian	using	all	the	tools	and	knowledge	of	her	craft.”114	The	Ludus	de	Antichristo	acts	as	a	pro-imperial	statement	publicized	for	a	cultural	sphere	of	disputation	disseminating	from	medieval	monasticism.	In	other	words,	the	Ludus	de	Antichristo	is	best	identified	as	a	monastic	drama	rather	than	a	liturgical	drama.	As	Symes	points	to	the	public	marketplace	of	thirteenth-century	Arras,	she	identifies	it	as	a	space	wherein	the	function	of	its	publicity	was	contested,	delineated,	and	defined	by	theatre	and	performance	for	all	citizens	of	Arras—not	just	those	with	access	to	texts	and	literacy.115	Similarly,	the	Ludus	employs	familiar	liturgical	tropes	precisely	because	their	publicity	is	a	matter	of	
                                                        114.	Symes,	A	Common	Stage,	278.	115.	Symes,	A	Common	Stage,	278;	Symes	purposefully	refers	to	this	medieval	space	as	a	“marketplace	of	ideas”	specifically	to	challenge	historical	approaches	that	do	not	consider	performance	as	a	means	to	access	and	contextualize	publicity	in	medieval	documentary	culture.	
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contestation.	Thus,	they	serve	as	“space,”	where	contestation	of	narratives,	themes,	images,	and	memories	informs	the	function	of	the	drama.	
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CHAPTER	4:	PEDAGOGY	AND	THE	AESTHETICS	OF	PERFORMANCE	From	the	point	of	view	of	the	literary	critic,	perhaps	the	most	important	fact	about	the	early	history	of	medieval	drama	is	that	the	ritual	structure	characteristic	of	the	Mass	and	the	Church	year	carries	over	unchanged	into	representational	plays.1		 In	his	seminal	work,	Christian	Rite	and	Christian	Drama	in	the	Middle	Ages,	O.B.	Hardison	begins	with	a	detailed	assessment	of	those	scholars	who	had,	by	1965,	exerted	the	most	effort	in	fleshing	out	a	narrative	of	medieval	drama—namely,	E.K.	Chambers	and	Karl	Young.	Hardison’s	work	represents	one	of	the	first	comprehensive	studies	of	early	Latin	dramas	and	builds	upon	the	historiographical	arguments	and	models	posited	by	Chambers	and	Young.	In	particular,	Hardison	details	the	difficulty	of	identifying	and	articulating	a	medieval	theory	of	performative	representation:	the	parameters	by	which	the	work	of	‘acting’	can	be	differentiated	from	mere	imitation	or	ritual	activity.	Hardison	critiqued	the	trivial	criteria	by	which	earlier	scholars	had	defined	acting	or	representation	(as	merely	imitative),	but	he	stopped	short	of	identifying	any	aesthetic,	formulaic,	or	instructional	evidence	that	might	be	clues	for	conceptualizing	medieval	acting.	Ultimately,	he	argued,	“[d]iscussions	of	drama	are	often	weakened	by	ignorance	of	stagecraft,	but	acting	and	staging	procedures	are	certainly	not	essential	elements	of	the	theory	of	drama.”2	For	Hardison,	since	medieval	Latin	drama	began	as	a	function	of	the	liturgy,	any	formulation	of	an	acting	theory	must	also	begin	there.	
                                                        1.	Hardison,	Christian	Rite	and	Christian	Drama,	284.	2.	Hardison,	Christian	Rite	and	Christian	Drama,	30-3,	at	31.	
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On	the	contrary,	this	study	has	shown	that	the	Ludus	de	Antichristo	exemplifies	and	puts	into	practice	a	powerful	theory	of	medieval	drama,	offering	a	wealth	of	information	that	has	enabled	us	to	reconstruct	the	knowledge	of	performance	assumed	by	and	implicit	within	extant	Latin	plays	and	that	a	common	stage	of	theatricality,3	including	acting	and	staging	conventions,	informs	these	assumptions.4	The	Ludus	de	Antichristo	reveals	that	a	medieval	theory	of	drama	
must	consider	the	aesthetics	of	acting,	the	implementation	of	stagecraft,	and	a	cultural	knowledge	of	performance	precisely	because	the	conflict	that	gives	the	drama	its	source	and	efficacy	is	often	located	exterior	to	the	text	and/or	the	performance.	As	I	have	shown	here,	the	Ludus	dramatizes	advocacy	on	behalf	of	the	
                                                        3.	Here	I	explicitly	reference	Symes,	A	Common	Stage	and	her	approach	to	medieval	publicity	in	which	“performance	[is]	a	category	of	analysis	[that]	takes	the	historian	beyond	the	stage	of	strip-mining	a	document	for	facts.	It	enlivens	the	residue	of	human	communications	encoded	and	manufactured	by	texts…”	(14-5).	4.	See	also	McKinnell,	“On	Lawrence	of	Durham’s	Peregrini,”	for	an	example	of	the	staying	power	of	such	scholarly	perspectives;	especially	McKinnell’s	view	that	most	of	the	various	extant	Peregrini	plays	are	“[s]urprisingly,	disappointing	in	dramatic	terms,	even	though	much	of	the	gospel	scene	is	already	in	dialogue	or	gives	an	opportunity	for	it,”	and	that	the	“plays	seem	disjointed	and	lack	dramatic	impetus,	mainly	because	they	nearly	all	rely	heavily	on	quotation	from	the	gospel	narrative	and	the	antiphons	for	the	Easter	season,	often	interspersed	with	Alleluias	at	the	end	of	each	sentence”	(12).	
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pro-imperial	reform	efforts	that	supported	monastic	agency	and	authority.	It	is	a	play	that	directly	engages	the	images,	lexicon,	liturgies,	and	aesthetics	of	the	Investiture	Controversy	and	its	wider	historical	context—couching	each	within	familiar	performative	elements	in	order	to	contest	and	create	meaning.	The	Ludus	is	not	only	a	thoroughly	dramatic	play,	it	is	a	window	into	the	resilient	and	extensive	theatrical	milieu	that	it	engages—such	that,	long	after	the	conflicts	of	the	1150s	had	simmered	down,	the	play	was	still	a	vital	tool	for	instruction	in	a	culture	where	performance	continued	to	speak	volumes.5	In	the	latter	years	of	Emperor	Frederick’s	reign,	and	beyond,	as	the	fragment	from	the	abbey	at	Fiecht	attests,6	the	Ludus	de	Antichristo	was	bound	within	codex	Clm	19411	specifically	for	reinforcing	the	importance	of	theatricality	as	an	engine	capable	of	generating	greater	authority	and	agency	for	the	individual	monk	or	nun	and	for	traditional	(Benedictine)	monasticism	on	the	whole.	Therefore,	this	brief	concluding	chapter	examines	the	extended	lifespan	of	the	play	and	its	role	in	serving	the	instructional	needs	and	political	aims	of	Tegernsee	after	it	was	copied	from	its	
                                                        5.	See	Plechl,	Die	Tegernseer	Handschrift,	419.	I	have	examined	the	educational	and	instructional	aspects	of	the	Ludus	de	Antichristo	and	the	codex	within	which	it	is	bound;	see	Kyle	A.	Thomas,	“The	Ludus	de	Antichristo:	Playing	Power	in	the	Medieval	Public	Sphere,”	unpublished	M.A.	thesis	(University	of	Illinois	at	Urbana-Champaign,	2012).	6.	FSb	Hs.	169	v.	4,	f.	39v;	see	Chapter	Three,	note	34.		
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original	source	and	bound	into	a	manuscript	sometime	around	1178.7	This	“little	codex,”	as	Gisela	Vollmann-Profe	identifies	it,	also	contains	letter	formulae,	
diplomata	and	letters,	selections	from	the	Gesta	Friderici,	and	poetry	as	well.	Indeed,	Vollmann-Profe	was	one	of	the	first	scholars	to	posit	a	connection	between	the	play	and	the	instructional	nature	of	the	other	texts	bound	together	with	it.8		The	work	of	this	study	on	the	Ludus	confirms	that	performance	figured	prominently	in	monastic	education,9	and	furthermore,	that	theatricality	shaped	the	public	nature	of	disputation	in	order	to	contest	authority.	
The	Theatrical	Medieval	World		 One	of	the	most	unique	aspects	of	the	Ludus	de	Antichristo	is	its	numerous	
didascaliae,	or	stage	directions.	These	instructive	statements,	rarely	included	in	
                                                        7.	Plechl,	Die	Tegernseer	Handschrift,	419	posits	this	date	as	the	terminus	ante	
quem	for	Ludus	and	thus	unlikely	that	it	was	bound	into	its	codex	before.	Plechl	also	examines	the	paleographical	details	that	support	the	continued	use	of	the	manuscript	at	Tegernsee	all	the	way	to	the	sixteenth	century.	8.	Gisela	Vollmann-Profe,	Ludus	de	Antichristo	(Lauterburg,	Germany:	Kümmerle,	1981),	III-VIII,	at	V.	9.	See	Isabelle	Cochelin,	“Besides	the	book:	using	the	body	to	mould	the	mind—Cluny	in	the	tenth	and	eleventh	centuries,”	in	Medieval	Monastic	Education,	21-34	for	the	emphasis	on	bodily	instruction	and	performance	at	Cluny,	which	likely	informed	and	provides	a	picture	of	educational	methods	across	medieval	Europe.	
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medieval	or	early	modern	playscripts,10	are	particularly	focused	on	descriptions	of	the	characters’	garments,	props,	gestures,	and	movements.	However,	the	richness	of	these	didascaliae	does	not	explicitly	attribute	meaning	to	the	sedes,	either	with	respect	to	their	arrangement	within	the	space	and/or	as	integral	parts	of	the	performance.	In	the	manuscript,	the	play’s	initial	rubric	merely	explains	that	seven	seats	(of	judgment	and	authority)	should	be	laid	out	according	to	the	cardinal	directions	that	roughly	correspond	with	the	geographic	locations	they	represent:	the	sedes	for	Jerusalem	in	the	east,	the	sedes	for	the	King	of	the	Franks	in	the	west,	and	so	on.	Very	little	else	is	said	about	the	sedes,	except	when	a	character	is	occasionally	instructed	to	move	onto	or	off	one.	Nevertheless,	W.T.H.	Jackson	points	out	that	“[i]t	is	clear	that	the	author	was	interested	in	the	question	of	space,”11	and	it	is,	perhaps,	a	natural	assumption	on	the	part	of	scholars	that	a	play	would	call	for	unobstructed	locations	upon	which	characters	could	be	seen	and	heard.	But	there	is	no	precedent	for	the	description	or	use	of	sedes	in	any	play	earlier	than	the	Ludus,	nor	do	other	contemporaneous	dramas	employ	such	a	staging	convention.	Thus,	Jackson	explains	the	significance	of	the	cardinal	directions	as	identifying	aspects	of	
                                                        10.	Symes,	“Liturgical	Texts	and	Performance	Practices,”	256-60	and	“Knowledge	Transmission:	Media	and	Memory,”	in	Cultural	History	of	Theatre	vol.	2,	ed.	Jody	Enders	(London:	Bloomsbury	Academic,	2017),	12-17.	11.	Jackson,	“Time	and	Space	in	the	Ludus	de	Antichristo,”	1.	
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the	traditional,	theological,	and	geo-political	positions	assigned	to	the	sedes.12	But	he	finds	it	“much	harder	to	explain	or	even	identify	the	position	of	the	throne	of	the	King	of	the	Greeks”	because	the	didascaliae	designate	that	it	be	positioned	ad	
austrum,	or	in	the	direction	of	the	south	wind.13		When	examined	within	their	pedagogical	context,	it	is	clear	that	the	
didascaliae	are	referencing	the	compass	wind	charts	of	classical	and	late	antique	treatises	that	were	popular	features	of	medieval	education;	indeed,	this	is	not	lost	on	Jackson,14	who	cites	the	compass	winds	discussed	by	Isidore	of	Seville	in	
Etymologiae	(c.	620	CE)	as	a	potential	influence	on	the	Ludus.15	Thus,	these	
                                                        12.	See	also	Léon	Pressouyre,	“Le	cosmos	platonicien	de	la	cathédrale	d’Anagni,”	in	Mélanges	d'archéologie	et	d'histoire	78.2	(1966):	551-93.	13.	Jackson,	“Time	and	Space	in	the	Ludus	de	Antichristo,”	1.	14.	Jackson	believes	the	Classical	conception	of	auster	means	that	this	sedes	is	located	in	a	southerly	position—placing	the	King	of	the	Greeks	in	“an	area	between	the	(southern)	pagans	and	the	(eastern)	Christian	areas”	(1).	On	the	implications	and	utilization	of	wind	compass	charts	in	the	Middle	Ages,	especially	in	education,	see	Barbara	Obrist,	“Wind	Diagrams	and	Medieval	Cosmology,”	in	Speculum	72.1	(January	1997):	33-84.	15.	For	an	analysis	of	the	compass	winds	as	laid	out	by	Isidore	of	Seville	and	the	implications	on	medieval	instruction	and	education	see	Naomi	Reed	Kline,	Maps	
of	Medieval	Thought:	The	Hereford	Paradigm	(Woodbridge:	Boydell	Press,	2001),	13-17.	
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didascaliae	are	a	function	of	the	educational	aspects	of	the	little	codex,	providing	a	map	of	the	performance	that	reinforces	concepts	transmitted	by	other	medieval	maps	and	the	significance	attached	to	compass	directions	and	winds.16	They	thereby	announce	that,	like	the	other	documents	within	the	codex,	the	play	is	to	be	considered	as	an	instructional	tool.	Accordingly,	for	individuals	entering	the	monastery	as	illiterate	novices,	the	map	may	have	proved	an	excellent	starting	point	on	a	path	toward	literacy,	as	it	“presented	its	information	in	a	non-linear	way,	and	hence	extracted	narratives	depended	on	viewers’	differing	capacities	for	making	associations.”	Regardless	of	what	one	took	away	from	their	own	reading	of	a	map,	“the	story	must	always	end	with	the	Last	Judgment,	a	theme	that	permeated	the	medieval	imagination.”17	In	essence,	the	map	served	as	the	visual	representation	of	the	human	journey	toward	salvation,	and	its	earthly	setting,	which	each	monastic	novice	must	undertake.	The	Ludus	de	Antichristo,	therefore,	opens	with	instructions	for	mapping	that	journey	onto	the	cloister	church	at	Tegernsee,	in	order	to	establish	its	world	as	the	site	of	the	monastic	journey	and	to	elicit,	from	the	beginning,	those	emotions	and	meanings	attached	to	both	conventional	mappae	mundi	and	to	the	specific	abbey.	
                                                        16.	See	Howard	Marchitello,	“Political	Maps:	The	Production	of	Cartography	and	Chorography	in	Early	Modern	England,”	in	Cultural	Artifacts	and	the	Production	
of	Meaning:	The	Page,	the	Image,	and	the	Body,	eds.	Margaret	J.M.	Ezell	and	Katherine	O’Brien	O’Keeffe	(Ann	Arbor:	University	of	Michigan	Press,	1994),	13-40.		17.	Kline,	Maps	of	Medieval	Thought,	4.		
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The	Ludus	envisions	its	map	set	within	the	St.	Quirinus	church	at	Tegernsee,	explicitly	connecting	the	spiritual	journey	the	map	lays	out	to	the	site	of	the	journey.	Furthermore,	a	performance	of	the	Ludus	brings	together	the	members	of	the	community	such	that	to	traverse	the	dramatic	action	of	the	play	mimetically	reflects	the	monastic	community	and	its	many	individual	salvific	journeys,	all	bound	together	by	their	common	trajectory	of	communion	with	God.	Drama	and	performance	are	effective	tools	for	reinforcing	these	ideas	at	Tegernsee	precisely	because,	as	Caroline	Walker	Bynum	explains,	the	monastic	“[c]ommunity…becomes	the	setting	for	learning;	and	love	of	one’s	fellow	man	is	less	a	series	of	actions	than	an	emotion,	a	psychological	event,	a	stage	in	the	individual’s	progress	toward	God.”18		 But	if	the	play,	in	its	manuscript	context,	begins	by	engaging	the	illiterate	novice,	it	does	not	stop	there.	As	a	work	dedicated	to	instruction,	the	Ludus	captures	the	theatricality	of	medieval	manuscript	culture,	investing	its	characters	with	aims	and	acting	conventions	that	reify	the	functions	of	writing	amidst	the	authorities	and	political	order	of	the	world.	After	all,	the	theatricality	of	medieval	manuscripts	is,	in	large	part,	a	function	of	a	pedagogy	that	incorporated	dramatic	performance.	For	example,	an	eleventh-	or	twelfth-century	manuscript,	now	archived	at	the	
                                                        18.	Caroline	Bynum	Walker,	Docere	Verbo	et	Exemplo:	An	Aspect	of	Twelfth-
Century	Spirituality,	Harvard	Theological	Studies	vol.	31	(Missoula,	Montana:	Scholars	Press,	1979),	117-19,	at	118.		
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Universitätsbibliothek	Erlangen-Nürnberg	and	shelfmarked	MS	391	(UER	391),19	contains	a	collection	of	the	six	extant	plays	of	the	Latin	dramatist	Terence	and	follows	in	the	tradition	of	Froumund	of	Tegernsee	(d.	1008),	who	knew	Latin	instruction	to	be	more	enjoyable,	and	more	effective,	when	taught	through	performance.20	Froumund’s	influence	cannot	be	understated	here,	and	it	is	especially	significant	that	Tegernsee	served	as	his	seat	of	influence.	While	classical	Latin	comedies	were	vital	instructional	tools	throughout	the	medieval	West,	this	particular	manuscript	is	almost	certainly	connected	to	Tegernsee.	Although	its	provenance	is	considered	unknown,	a	barely-visible	inscription	in	the	top	right	corner	of	the	first	page	(fol.	1r)	reads:	“to	the	Mount	of	the	monks	let	[this]	be	presented	by	Nicholas	the	scribe	of	it.”21	The	“Mount	of	the	monks”	refers	to	the	
                                                        19.	See	Hans	Fischer,	Katalog	der	Handschriften	der	Universitätsbibliothek	
Erlangen,	463-5.	20.	Carol	Symes,	“The	Performance	and	Preservation	of	Medieval	Latin	Comedy,”	in	European	Medieval	Drama	7	(2003):	29-50,	at	36.	On	the	influence	of	Froumund	and	concepts	of	private	and	public	that	emanate	from	Froumund’s	works	and	Tegernsee,	see	Peter	Godman,	The	Silent	Masters:	Latin	Literature	and	Its	
Censors	in	the	High	Middle	Ages	(Princeton:	Princeton	University	Press,	2000),	32-60.	 21.	“Montem	monachorum	presentetur	Nicolao	scribe	eiusdem.”	I	am	indebted	to	Carol	Symes	for	her	assistance	in	identifying	this	inscription	and	for	further	paleographical	guidance	into	this	page	of	the	manuscript.	
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cloister	at	the	so-called	“Holy	Mountain”	(“Der	heilige	Berg”)	near	Ammersee,	some	fifty	miles	northwest	of	Tegernsee.	The	Holy	Mountain	had	served	as	a	repository	of	relics	since	the	tenth	century	and	was	declared	a	site	of	pilgrimage	in	1128,	when	Count	Berthold	II	(d.	1151)	of	Andechs-Dießen,	advocate	of	Benediktbeuern	and	father	to	Berthold	III	(future	advocate	of	Tegernsee),	moved	his	familial	estate	there	and	constructed	the	chapel	of	St.	Nicholas	to	house	its	many	relics.22	Thus,	the	scribe—very	possibly	a	monk	of	Tegernsee—makes	public	the	connection	between	the	two	communities,	as	well	as	their	dedication	to	learning	and	instruction	through	drama.	The	manuscript’s	likely	origin	at	Tegernsee,	and	its	association	with	the	same	worldview	that	informs	the	Ludus	de	Antichristo,	is	further	witnessed	by	the	page	on	which	this	inscription	appears.	The	same	hand	(likely	the	same	Nicolas	identified	in	the	inscription)—almost	certainly	that	of	a	student	or	untrained	scribe—has	drawn	a	rough	diagram	illustrating	the	educational	and	moral	benefits	of	philosophia	and	has	also	attempted	to	draw	a	compass	wind	chart	[see	fig.	1].	The	diagram	of	
philosophia’s	three	disciplinary	branches	indicates	a	particular	view	of	learning	in	which	various	instructional	paths	all	stem	from	this	single	source—and	all	aid	the	
                                                        22.	For	an	early	history	of	the	Counts	of	Andechs	see	Bernd	Schneidmüller,	“Die	Andechs-Maranier:	Rang	und	Erinnerung	im	hohen	Mittelalter,“	in	Die	Andechs-
Meranier	in	Franken,	55-68.	On	the	textual	sources	of	this	history	and	associations	with	Tegernsee	see	Oefele,	Geschichte	der	Grafen	von	Andechs,	3-8.	
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monastic	practitioner	in	his	journey	toward	a	virtuous	life.23	Similar	visualizations	of	philosophia	as	the	magistra	virtutum	are	not	uncommon	in	contemporary	monastic	sources,24	with	the	letters	of	the	popular	and	learned	Benedictine	schoolmaster	Gerbert	of	Aurillac	(c.	946-1003,	later	Pope	Sylvester	II)	serving	as	their	likely	source.	Indeed,	Gerbert’s	understanding	of	philosophia	certainly	impacted	the	pedagogical	techniques	of	monasteries.	In	a	letter	to	the	abbot	of	Tours	(dated	985),	Gerbert	explains	that	this	application	of	philosophia	is	crucial	to	the	life	of	a	monastic:	 Since	philosophy	[philosophia]	does	not	separate	ways	of	conduct	and	ways	of	speaking,	I	have	always	added	the	fondness	for	speaking	well	to	the	fondness	for	living	well,	although	by	itself	it	may	be	more	excellent	to	live	well	than	to	speak	well,	and	if	one	be	freed	from	the	cares	of	governing,	the	former	is	enough	without	the	latter.	But	to	us,	busied	in	the	affairs	of	state,	both	are	necessary.	For	speaking	
                                                        23.	For	medieval	conceptions	of	philosophia	that	stem	from	Classical	and	Late	Antique	sources	see	John	Marenbon,	Later	Medieval	Philosophy	(1150-1350):	An	
Introduction	(London:	Routledge,	1987),	66-7.	24.	C.	Stephen	Jaeger,	The	Envy	of	Angels:	Cathedral	Schools	and	Social	Ideals	
in	Medieval	Europe,	950-1200	(Philadelphia:	University	of	Pennsylvania	Press,	1994),	118-20;	Jaeger	supplies	a	ninth-century	definition	of	philosophia	from	Hraban	Maur	in	which,	borrowing	from	Pythagoras,	Maur	divides	philosophia	into	three	subsets:	physici,	ethici,	logici	(119).	The	image	in	UER	391	displays	the	same	divisions,	though	the	spelling	and	syntax	are	rough	and	the	script	difficult	to	read—adding	to	the	likelihood	that	it	was	drawn	by	a	novice	scribe.	
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effectively	to	persuade	and	restraining	the	minds	of	angry	persons	from	
violence	by	smooth	speech	are	both	of	the	greatest	usefulness.25		Gerbert	articulates	that	the	pursuit	of	philosophia	not	only	leads	to	a	life	of	virtue	but,	for	those	given	to	“the	cares	of	governing,”	philosophia	may	also	be	applied	in	the	service	of	public	virtue	and	political	harmony.	Gerbert	served	as	advisor	to	Emperor	Otto	III	in	the	waning	years	of	the	tenth	century—in	keeping	with	his	understanding	of	the	applications	for	philosophia	vis-à-vis	those	with	the	authority	to	govern.	Indeed,	as	a	result	of	his	close	relationship	with	Gerbert,	Otto	chose	him	as	the	Papal	successor	in	999,	ushering	in	a	period	of	close	collaboration	between	the	Empire	and	the	newly-ordained	Pope	Sylvester	II.	Accordingly,	Gerbert’s	preference	of	Sylvester	for	his	regnal	name	was,	according	to	E.R.	Truitt,	“a	significant	choice,	as	Sylvester	I	was	pope	during	the	reign	of	Emperor	Constantine	I.”	Gerbert	must	have	understood	that	in	choosing	the	name	Sylvester,	he	was	not	only	strengthening	the	relationship	between	the	Empire	and	the	Church,	he	was	doing	so	publicly.	From	its	commencement,	then,	the	papacy	of	Sylvester	II	was	built	upon	this	historical	allusion	to	the	Roman	Church	in	spiritual	harmony	with	the	
                                                        25.	Gerbert	of	Aurillac,	Letter	50	[To	Ebrard,	abbot	of	Tours],	trans.	Harriet	Pratt	Lattin	in	The	Letters	of	Gerbert,	with	His	Papal	Privileges	as	Sylvester	II	(New	York:	Columbia	University	Press,	1961),	90	(emphasis	added).	Gerbert’s	understanding	of	philosophia	also	displays	the	continued	influence	of	Cicero’s	De	
inventione,	another	popular	instructional	text	widely	used	across	the	Latin	West.	See	also	Jaeger,	The	Envy	of	Angels,	119.	
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Empire.26	Thus,	by	the	twelfth	century,	understandings	of	philosophia	must	also	be	recognized	for	their	potential	to	reference	and	represent	a	mutually	beneficial	relationship	between	the	Church	and	the	Empire—an	ardent	aspiration	of	the	imperial	monastery	at	Tegernsee.	With	Gerbert’s	understanding	of	philosophia	as	their	guiding	pedagogical	principle,	both	UER	391	and	Clm	19411	dedicate	significant	space	to	instruction	in	drama—supporting	their	probable	shared	origin.	Each	manuscript	directly	engages	a	milieu	steeped	in	a	pedagogy	of	drama	and	practice	of	performance,	indicating	that,	at	least	for	Tegernsee,	there	existed	a	necessity	to	train	the	novice	monk	in	those	aspects	of	their	salvific	journey	that	required	eloquence	and	theatricality.	Thus,	the	map	of	the	world	within	the	Ludus	de	Antichristo	and	the	illustrations	of	UER	391	immediately	signal	the	instructive	nature	of	the	manuscripts	and	highlight	Tegernsee’s	particular	pedagogical	path	which	all	monks	must	first	learn	to	navigate	before	they	set	out	on	the	journey.	In	the	case	of	UER	391,	this	first	step	visually	occupies	the	frontispiece	of	the	manuscript,	while	the	Ludus	employs	it	as	a	mimetic	requirement	before	the	performer	can	even	engage	the	world	of	the	play.	In	each	case,	the	instructional	goal	is	clearly	oriented	toward	those	useful	abilities	of	persuasion	prescribed	by	Gerbert.	But,	rather	than	the	more	generic	instructional	comedies	of	Terence,	the	Ludus	de	Antichristo	is	a	very	particular	mimetic	
                                                        26.	E.R.	Truitt,	“Celestial	Divination	and	Arabic	Science	in	Twelfth-Century	England:	The	History	of	Gerbert	of	Aurillac’s	Talking	Head,”	in	Journal	of	the	History	
of	Ideas	73.2	(April	2012):	201-22,	at	208.	
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representation	of	the	monastic	journey,	instructing	through	performance	those	moral	and	aesthetic	parameters	of	Gerbertian	effectiveness	important	to	both	the	pedagogical	and	political	goals	of	Tegernsee.	 	Furthermore,	the	collection	of	letters,	diplomata,	and	histories	that	make	up	Clm	19411	not	only	serve	the	instructional	needs	of	a	monastery	like	Tegernsee,	they	collectively	acknowledge	a	specific	audience	for	whom	such	materials	are	best	employed.	As	its	own	stage,	then,	the	manuscript	initiates	this	engagement	with	its	audience	through	the	action	of	being	opened,27	such	that	the	“theatricality	of	the	medieval	text…allow[s]	for	the	establishment	and	seriously	playful	contestation	of	conventions	that	deserve	to	be	examined	as	distinctive	and	constitutive	elements	of	early	medieval	theatre.”28	Thus,	the	map	of	the	world	described	in	the	didascaliae	at	beginning	of	the	Ludus	de	Antichristo	not	only	reinforces	the	instructional	nature	of	the	drama	within	the	context	of	the	manuscript	as	a	whole,	it	invites	its	audience—both	students	and	spectator—into	a	performance	framed	by	the	pro-Imperial	aesthetic	signature	of	Tegernsee	Abbey	and	set	upon	the	stage	of	Clm	19411.	Indeed,	the	Ludus	de	Antichristo	performs	Tegernsee’s	outlooks	on	twelfth-century	statecraft	through	the	aesthetics	of	stagecraft,	challenging	Hardison's	view	of	a	medieval	theatre	unconcerned	with	those	aspects	of	performance.29	For	
                                                        27.	Herbert	Blau,	The	Audience	(Baltimore:	Johns	Hopkins	University	Press,	1990),	1-49,	at	29-30.	28.	Thomas,	“The	Medieval	Space,”	8.	29.	See	note	2	above.		
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example,	the	seven	sedes	set	about	the	performance	space	visually	distinguish	certain	parts	of	the	space	from	others;	and	while	this	choice	of	stagecraft	allows	for	the	allegorical	characters	like	the	Emperor	to	be	seen	and	heard,	their	aesthetic	alteration	of	the	parish	church	at	Tegernsee	is	significant.	As	discussed	in	Chapter	Two,	much	of	the	play’s	dramatic	action	is	contained	within	movement	between	the	
sedes	as	the	representative	spaces	through	which	the	monastic	moves	while	“busied	in	the	affairs	of	state,”	as	Gerbert	had	put	it.	The	sedes	create	a	raised	visual	plain	distinguished	above	the	hurried	activity	of	the	monastic	delegates	upon	which	the	image	of	immobilized	secular	authority	is	carved	out	from	amidst	monastic	bodies	within	a	monastic	church.	Though	the	sedes	give	greater	visual	significance	to	their	characters,	the	limited	space	that	they	occupy	restricts	their	movements,	thus	revealing	the	source	of	their	representative	political	agency	to	be	found	within	the	play—which	itself	is	working	in	concert	with	the	other	documents	of	Clm	19411.	As	a	pedagogical	manuscript	reaching	out	for	a	monastic	audience,	the	Ludus	employs	aesthetics	of	performance	that	draw	attention	to	the	monastic	gaze	in	the	midst	of	a	world	of	political	and	public	authority.	Therefore,	any	consideration	given	to	the	aesthetic	details	of	a	performance	of	the	Ludus	de	Antichristo	must	also	take	into	account	information	provided	in	the	other	documents	of	the	manuscript,	as	they	provide	further	insight	into	the	historical	milieu	that	informs	the	aesthetics	of	the	play’s	performance.	The	inclusion	of	the	Gesta	Friderici,	for	example,	also	serves	the	pedagogical	aims	of	Clm	19411;	bound	together	by	their	shared	goal,	the	Gesta	provides	further	perspective	on	the	aesthetics	of	the	Ludus.	Excerpts	from	the	Gesta	Friderici	
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immediately	follow	the	Tegernsee	Letter	Collection	in	Clm	1411	and,	given	the	wear	displayed	on	those	particular	pages,30	they	likely	proved	some	of	the	most	studied	parts	of	the	manuscript.	Furthermore,	according	to	Helmut	Plechl,	the	majority	of	the	excerpts	were	purposefully	taken	from	the	Gesta	to	detail	the	correspondence	and	dynamics	between	the	Emperor	and	the	Papacy	during	the	schism	of	1159-1177,	thereby	providing	a	“good	complement”	of	material	with	which	to	understand	the	pro-Imperial	perspective	of	Tegernsee	on	the	matter.31	Indeed,	the	manuscript	places	emphasis	on	Frederick’s	actions	toward	and	correspondence	with	Pope	Alexander	so	as	to	feature	the	public	documents	necessary	for	understanding	the	politically-charged	repartee	between	the	Empire	and	the	Papacy.	The	Gesta	excerpts	in	Clm	19411	are	material	extensions	of	Frederick’s	authority,	and	they	also	work	to	frame	Frederick	as	a	divinely-ordained	Emperor	forced	to	deal	with	a	meddlesome	Pope.	Essentially,	the	Gesta	instructs	the	monastic	reader	to	see	Frederick	in	the	way	that	Tegernsee	sees	Frederick—an	image	that	is	then	reified	through	performance	of	the	Ludus.	
                                                        30.	Plechl,	Die	Tegernseer	Handschrift,	445	explains	how	the	pages	that	contain	the	Gesta	have	been	worn	and	yellowed	more	than	the	surrounding	parchment.	31.	Plechl,	Die	Tegernseer	Handschrift,	470-9	at	471.	Plechl	provides	an	extremely	helpful	table	that	references	each	excerpt	from	Clm	19411	to	its	source	in	Otto	and	Rahewin’s	Gesta	Friderici.	
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The	pedagogical	work	of	the	various	contents	of	Clm	19411	are	therefore	collaborative.	Just	as	the	excerpts	of	the	Gesta	Friderici	support	the	instructional	aims	of	the	Ludus,	so	too	does	a	performance	of	the	play	reciprocate	its	support	of	the	Gesta	through	supplemental	aesthetics	that	allow	the	audience	and	the	performer	to	visually	recognize	the	Emperor	and	those	signifiers	of	his	power.	Thus,	the	character	of	Emperor	in	the	Ludus	reifies	the	authority	displayed	in	the	Gesta.	Although	the	Ludus	provides	very	little	information	about	this	character’s	appearance,	contemporaneous	accounts	of	Frederick’s	own	theatrical	enactment	of	his	authority	are	suggestive.	The	Annales	Cremonenses	(The	Annals	of	Cremona,	composed	in	1186),	for	example,	provide	an	account	of	Frederick’s	procession	into	the	Imperially-allied	Italian	city	of	Cremona	in	1159.	According	to	the	Annales,	the	emperor	had	a	“great	platea”	or	open	public	space	(platea	maiori)	created	in	the	center	of	the	city	(communis	Cremonae	fabricato)	where	he	“sat	in	splendor”	(magnifice	sedit).	Hendrik	Dey	has	explored	the	political	and	public	implications	of	this	platea	as	the	focal	point	of	public	space,	and	has	shown	that	the	word	itself—used	in	this	context	of	publicity—was	new	in	the	twelfth	century.	Furthermore,	Dey	posits	that	the	enactment	of	the	imperial	agenda	in	northern	Italy	over	the	course	of	Frederick’s	reign	carried	with	it	the	meanings	associated	with	platea,	even	though	the	word	remained	little	used	north	of	the	Alps.32	That	is,	this	material	space	and	its	
                                                        32.	Hendrick	Dey,	“From	‘Street’	to	‘Piazza:’	Urban	Politics,	Public	Ceremony,	and	the	Redefinition	of	platea	in	Communal	Italy	and	Beyond,”	in	Speculum	91.4	(October	2016):	919-44,	at	928-33	and	936-38.	
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enthroned	ruler	“continued	to	designate	the	arena	where	the	most	characteristic	and	symbolically	pregnant	interactions	between	governors	and	governed	unfolded.”33		 As	close	observers	of—and	possible	participants	in—Frederick’s	transalpine	campaigns,	the	monks	of	Tegernsee	would	have	grasped	the	implications	of	this	strategy	for	staging	imperial	power	in	the	communal	spaces	of	Italy’s	proudly	independent	towns.	These	implications	are	figured	in	the	sedes	of	the	Ludus,	which	similarly	dramatize	Frederick’s	public	acts	as	interpreted,	even	witnessed,	by	the	monks	of	Tegernsee.	Thus,	the	Ludus	clearly	acts	as	an	instructional	drama,	but	its	effectiveness	in	monastic	education	was	couched	in	a	theatrical	construction	of	the	world	informed	by	aesthetics	that	reveal	the	implications	of	authority	through	public	and	private	means.	In	essence,	the	Ludus	asks	its	readers	and	requires	of	its	performers	to	view	the	Emperor	from	the	perspective	of	the	monastic	for,	from	this	specific	gaze,	the	visible	actions	of	the	Emperor	(and	by	contrast,	the	deceptive,	or	private,	actions	of	Antichrist)	become	the	mimetic	signifiers	of	legitimate	and	illegitimate	authority.34	In	the	end,	the	monastic	gaze	is	the	perspective	through	which	the	monk	or	nun	ascertains	those	skills	necessary	to	judge	the	authorities	to	whom	they	may	find	themselves	in	service.	The	Ludus	de	Antichristo	has	remained	a	footnote	in	the	history	of	medieval	theatre	for	far	too	long.	Its	marginalization	by	medieval	historians	and	theatre	
                                                        33.	Dey,	“From	‘Street’	to	‘Piazza,’”	939.	34.	Symes,	A	Common	Stage,	137.		
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scholars	has	largely	been	the	result	of	limited	methodological	and	historiographical	approaches	to	the	highly	theatrical	culture	of	the	early	Middle	Ages,	of	which	the	
Ludus	de	Antichristo	is	exemplary.		It	reveals	that	the	stages	of	the	medieval	theatre	were	actively	constructed	from	those	acts	that	engaged	publicity	and	contested	space	to	present	their	message	for	an	audience.	The	Ludus	de	Antichristo	can	no	longer	be	resigned	to	margins	of	medieval	drama.	Indeed,	it	must	be	upheld	as	an	exemplar	of	a	lively	and	flourishing	drama	working	to	interpret,	alter,	propagandize,	control,	and	engage—through	multiple	performative	means—a	medieval	public	that	was	socially	and	culturally	steeped	in	theatricality.
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FIGURE	AND	MAPS	
	
Figure	1:	MS	UER	391.	
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Map	1:	Important	Locations	in	the	Twelfth	Century.		
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Map	2:	Monastic	Communities	and	Cathedrals	in	the	Twelfth	Century	(View	1).		
		
Map	3:	Monastic	Communities	and	Cathedrals	in	and	around	Bavaria	(View	2).		
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